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LIHJA SKJNORKLLI. 


Luca Sip;norclli was boni, as tlicro is reason to believe, 
in 1441, at Oortoiia;' but liis eai'liost iinjiressions of ai’t 
seem to liav('. boon obtaimsl at Perugia, wlioro ho imbibed 
a tincluro of tlio stylo ]»(.‘e\iliar to Jlonligli, Fiorenso, and 
Pintnrieeliio.* 

Wo may conceive it possible that a man of his talent 
should in the course of time have curbed the impetuosity 
of his nature and assumed the staid tenderness of the 
Umbrians ; although it is not easy to believe that he would 
th(!u have risen to fame. But his temper was not put to 
so hard a trial; and an early ti'ansfor into a wider field 
developed the full powers of his mind. 

(lortona and Arezzo wore both inhabited in the middle of 
the til‘t(!onth century by branches of a family to which Jjuca 


* Tho (latd oT SipiorcIli’H lurth i.s 

not fiKoortnliKul. Hut Vaniiri Kayw 
lio <lio<l 82 ( VaH. VI. 147); and 
the (loath iH all hut proved to liavo 
occumul in 1523. Hiji^uorolli’s lull 
namti U Luca diVouiura. 

* TIiorciHSomc prohahiUty inUn- 
molir’K hoHcf (KorHcli. ub. Hup. 11. 

VOL. TH. 


33Ji) that KSif^nornlU Htndicd with 
Fiorouzo di Lorenzo. At all o vents 
wo may consider tliat h(^ donv<ul 
from a Pcrui^ian thti small poHion 
of llmhrian lcclhi|»’ apparent in the 
cdiaractor of his curly lioadcd clul- 
drmi or in the type and ac^tion of 
angels. 


1 
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CHAPTER I. 

lilKJA HKlNOliELLl. 


Enca Sif!;nor(!lli waH born, as there is reason to believe, 
in ,14-11, at dortona;' but his oai'liest impressions of art 
seem to have l)e<ui obtniued at Porugia, where ho imbibed 
a tincilnrc of the style ])ecnliar to ilonligli, Fiorenzo, and 
Pinturiechio.* 

Wo may conceive it possible that a man of his talent 
should in the course of time have curbed tl>e impetuosity 
of his nature and assumed the staid tenderness of the 
Umbrians; although it is not easy to boliove that he would 
then have risen to fame. But his temper was not put to 
HO hard a trial; and an ojirly transfer into a wider field 
developed the full })owors of his mind. 

(lortona and Arezzo were both inhabited in the middle of 
the KFteonth century by branches of a family to which Luca 


* The of SipiorclirH birth ih 
not aMoortiiitu'd. But VaHari sayH 
-no (liod a^yod (Van. VI. 147); and 
tlio doatli iH all but proved to havo 
occurrod in 152,'}. Siguorolli’s full 
name ih Luoa d’ Kf,d(lio diVoutnra. 

^ ThoroiHHonio probability inRu- 
niohr’rt boliof (b\>r.soh. iib. Http. 11. 

VOL, TH, 


that tSi^ifnorclli studied with 
lUoronzo di Ijoronzo. At all events 
wo may considor that ho derived 
from a Porufyian tho small portion 
of Umbrian leclxnff apparent in tbo 
character of his curly headed chil- 
dren or in tho typo and action of 
anjyols. 
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was related. Their common {mcostor (lior^’io was known 
as a skilful potter, lie handed down to his (h^st^emUuiis 
a name wliicli has become imi)er]shable in eomn'ction with 
the history of Italian art, 

Lazzaro Vasari; the son of th<! potbov inlnwib^d th(‘- skill 
of his father, but carried on also the trade', of a pnlnba-J 
His thrift was sufficient to give him a resspev.labh' station 
in ArezzO; and enable him to he^lp his l)rol.h(a’s ai I'or- 
tona. His sister, who was married to lOgidio di \haitura 
Signorelli of Cortona, was one of pariak<a*s of his 
benevolence; and she was indebted t<y Lazzaro’s ao<|naint- 
anco with Ticro della Franeesea for an appnailieeship for 
her son Luca in the atelier of that j)aiiitei*,' 

That Signorelli owes his style principally (o (his gnait 
Umbro-Florcntiuc is not for a naunont to be <lenl)tt‘(l. 
Under his tuition ho paid more than usual aiitadiou to 
tlic stitdy of anatomy whicli at that iinuj w'us carr!<‘d <m 
almost openly in tho burial-grounds of grevat (uiies; anti 
though ho probably did not fathom tht^ tl<‘pths, ht^ inlrti- 
duced into the stiffly and gtiomotrically eorretd ftnnus, <if 
that master a greater liberty and forct*. ilt^ inaugurated 
a new phase in the science of IFccelli and Piert^ della 
Francesca, and prei)arod the way for its ptudeotitm in 
Michael Angelo. Signorelli in fact hiurut to dls|day tlu^ 
structure and mechanism ofnmltmu imrnttdial<*. uelitm with 
a power unattaiiicd in his day, and twem wtuii st) Inr at 
last as to overstep the bounds of natur(v and stibstiinti' 
for it unreal and coivoutional calculationH of pnibuliili. 
ties. We judge of Ins daring play witli the greatest diL 
ficultics of position that art can pndeud to reiah'r, nut 
merely by his pictures but by tluj nunaum ol‘his original 
drawings from the naked model or from anutoniical sule 
jocts, in wliicli a successful oilbrt is luaclt! U) Kugg(\st Um 
internal formation, as well as imitate, the (‘xiiwiml appear'* 


^ Vasari has writ-toti u nlKWt 1M(\ 
of Ills ^roat ^,^randfatlicr whom ho 
(IcscribcH as boru in ISHO and ilo- 
ceaHod in 145:2, Tho works of I^aK- 


ZiU’o who U Huiil Ui hnvi* 

Pioro <l«lla FniiO’o u-n hnv<’ nil jut 
ishinl. (Sot* Van, IV, ujt, 57 H.j 
* Vartiirl IV, OS. 
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ancc; of flesh; muscle; and bone. These drawings are still 
preserved in the Ijoiivre; and might easily be confounded 
with similar ones by Michael Angelo; whilst their care- 
fulness and accuracy reveal a knowledge of the laws which 
Ijoonardo reduced to a system in his treatise. If indeed 
Signorelli recalls the lirst by his vigour and by his pas- 
sion for overstepping the bounds of truth, ho may remind 
us of Leonardo in the scientifle path, since the rules which 
guided tlie latter were familiar to Piero della Francesca; 
and a natural medium for the interchange of ideas be- 
tween him and Leonardo is found in Luca Pacioli; the 
mathematician and friend of both. 

The truth was what Signorelli thus early strove to at- 
tain; but the truth in ai't as in the daily intercourse of 
men frequently and justly offends; unless taste or tact 
soften its asperities. At the school of Piero, Signorelli 
learnt no more than to render the exactly true in nature; 
ho found no incitement, or if ho did, he disdained, to 
realize anything more choice or noble than that which is 
apparent in any one example of humanity. He therefore 
i^cmaincd deprived of one of the elements which produces 
unity and keeping in the works of such men as Domenico 
(Jlui-landaio, Fra Jiartolommeo, Raphael, or Andrea del 
Sarto. He became a painter of mere nude, of a nude 
excellent in its parts, powerful in bone and muscle, but 
unseloct and academical. 

Signorelli’s gemius and temper naturally led him to pre- 
fer large to small spaces, lie is therefore great in the 
former — at Rome and Orvieto. lie set much less value 
in c()nse(iuonco on charm of colour than upon the exhibi- 
tion of feats in drawing There is a roughness and as- 
perity in tlui red lights and brown-red shadows of 
las frescos which indicate contcmi)t for the exquisite feel- 
ing for tone displayed by Piero. Ills hurtling decision is 
equally apparent in tlio division of masses of chiaroscuro. 
The lights and shadows arc like a peal of bells, sharp, 
defined, and surprising rather than pleasant. These pe- 
culiarities arc not confined to Signorelli’s frescos, but ex- 

1 
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tend also to his panels, some of whicli, in th<‘ mixed 
system, are of a gloomy olive tinge lull of (‘.Imrnctc^r and 
power, whilst others finished atone painting an), if glazed 
at all, only slightly scumbled with o])a(iu(j brown in tlie 
shadows. These are always fuller in subsiama? than tlu?, 
rest, and prove that Luca had not Pi(n*o\s scnisitivn^ (ibni 
for tone. Though Signorelli tlnis tlirows out hsss ('harae- 
toristic traits of Licro's teaching in his ])ielnr(^s than in 
frescos, these traits arc not absolutc^ly wa.nting in IIkj 
former. A Nativity originally in Lorgo S. ^(‘polero, now 
in the hands of Mr. Larbm in Loudon, has Ixnni (h^s- 
cribed amongst the works of Piero, as (exhibiting sonu^ 
of Signorelli’s vulgarity in faofis, a,nd in Iho positive 
brown hue of its full bodied colour. At ilu^ Hr<‘ra gal- 
lery in Milan, a Flagellation by Signon^lli is el(‘a,rly im- 
pressed with the infiucnco of Vim) dcdla Fra,n(‘(^s(‘a, in 
the conception, wliich is on the inodtd of t!i<^ sanui 
subject at Uvbin(^, — in tln^ style <d’ ar(‘.hit<u‘inr(‘, in lln» 
types and action. The column to which ilui Saviour is 
bound, supports an idol.* A scourger, in tin? ac-i of 
fastening one of the ligaments, is a ninhi (ion(n‘iv(id 
in the spirit of tlio maHtev, and acnuhnnit^ally r(nnl(‘V(‘d 
with the energy of the impil. Another, wdioso hack is 
to the spectator, recalls the ])OW(a’ful (natations of Mi( Inml 
Angelo. Pilate sits on the hd’t in an inl(nv.olninniat(ul 
distance enlivened with statu(*,s, frmzc^s, and (‘iiiablatures, 
on one of which arc tlu^ words: 'M)pus Luco Lorlommsis*^* 
The care with which tlm drawing is carried out, and iluj 
repetition of c<u'tain forms, already remarkabht in Piero 
as rcmmisccnt of Leonardo, ani i)roorH of Luea’s tuluca- 
tion under della Krancesca; whilst the bold mtistndiir 
meut, tln^ Ihu'culoan frame and uusohail Khap<^ (»f tin? Ih*.- 
doemor reveal how (H)mi)lot(dy Hignoroili thus (iarly made 
his teacheps stylo subordinate to the? ovtdiition of his (mm.* 


Aflat Urlnno, Th(j jnocciH Ko. htnia ‘Mnntat^Mp^ tin* nnnnuM’ of 
01 in llio Hvera Oataloguo. I*iero, when luMuldn 

2 Thus, thcmjyh Vasari (loos mit that “H wasdiflhMilt. to distliarniRh 
cxa^irgorato, wIk^u ho says that thn werUs of oithor/' 
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We have no means oT ascertaining at what time the 
Flagellation was com})letcd; nor the person or corporation 
I’or whom it was ordered. We only know that Signorelli 
painted in 1472' at Arezzo, and in 1474 at Oittii di 
Oasterio;*-^ but lie was then in -the prime of life, thirty- 
three or thirty-five years of age, if the tradition of his 
birth be correct, and of matured experience 5 nor can we 
conceive that one of his temper, and taught by an artist 
who owed so much to Florence, should have hesitated to 
betake himself, as soon as his means allowed him, to the 
capital of Italy, the capital insofar at least as the arts 
were concerned, 

lie was no. stranger, it would seem, to Lorenzo de^ 
Medici, who is said to have accepted presents from him 
of ])ictures n^presenting both mythological subjects then 
in fashion, and more sacred themes.*^ 

It was natural that a man of Bignorclli’s spirit should 
treat pocdical incidents derived from the books of ancient 
Greece with peculiar pleasure, at the period when Greek 
literature was studied with so much interest; and that lie 
should prize tlie occasions of doing so in proportion to 
their rarity. The attraction which such incidents might 
hav(^ for educated people was confined to tlie highest and 
w<\althiest class; and wo know of no one for whom 
Signorelli might ho |)0 to paint them, exec^pt a Lorenzo dc^ 
Medici or a ranclolfo Petrucci. Vasari states that Luca 
made Lorenzo a present of a canvass in which groups of 
naked gods wore represented.’^ A lino engraving of a 
canvass, answering his doscriidion, will bo found annexed 
to tlieso pages. It was I'ccently discovered at Florence, 
and now belongs to the Mai’quis (Jorsi. The subject seems 
to bo the School of Pan, most poetically conceived and 
beautifully arranged. Pan sits on a rocky throne, with 
the loopard^s skin on his shoulders, the pipes in his loft 


* Vns. (Vr. 137). (VI. 150). Tluit fresco has siuco 

porishod. 

^ Mu/a, Momorio civili <li Oitth ® Vns. VI. ML 

(UCastclU) IS. 43 ap. auuot, to Vas. ^ II). ib. p. Ml. 
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child between the kneeling S. Jerome and a Benedictine 
in the Corsini Palace/ and two rounds belonging to the 
Ginori family at Florence; all prove SignorellPs study of 
P>otticelli; and Filippino/^ 

The Madonna at the Uffizi is painted in a grand style; 
the nudes in the distance arc admirable studies; and the 
pro])hets in the medallions recall the works of Michael 
Angelo. A noble gentleness marks the Virgin and child 
at the Pitti. Mr. Barker’s Nativity — a bold; clever ])ic- 
turo — is in Signorelli^s gloomy olive tone; a feature, re- 
])eated in the Holy Family at Dresden; in which the 
J^^lorentino tyj)Os of Botticelli and Fili[)pinO; in the Virgin 
and S. Jose])h; arc coupled with Umbrian jnasks in 
the two graceful angels. It is com[)OScd with much 
thought; and boldly cxcculcd ^^a la prima^^; showing the 
bond which unites the master to P. della Francesca; Mc- 
lozzo of Forli; and Gio. Hanti. The throe remaining rounds 
are of the same character. 

The Modicean was not the only princely family for which 
Signorelli laboured. I lo was employed by the Della llovcros; 
painbul in the sanctuary of Loreto, and competed in the Six- 
tine chapel with Perugiuo and the best Florentines. It would 
be easier to dc1,cinninc which of those great undertakings was 
first completed; woi’e the frescos in B. Maria di Loreto in 
a better state of preservation. Local writoi’s affirm that 
Giuliano d(dla Itovcro; who was afterwards Pope under 
llui title of Julius the Becond; was protector of the sanc- 
tuary at Loreto in 1478/^ and that ho caxxsed the marble 


two roiulin^ iuid Huig’- 

Inii;. 

* No. IS. TIuj blue dross 

iiijiirod. 

111 0110 ortlu^Ho, tho Virpii sup- 
ports tho iulaut (Jlirist and Hap- 
ttst Avho ombraoo (uudi othor. lu 
a.rioli laudscapo. dislnnco, to tho 
hsTt, IS. doronio knoids hi prayor 
with tlio lion at liis sido. To tho 
kuO(ds 8 . lh‘.ruard. 'I’horo 
is a rt‘uiinisc(‘UO(i oT tho works of 
lUvA'Ai iu tlio children. This pic- 


ture is pro!)**!!)!/ tho most pleasing 
iu tone that was produced by 
norolli. 'J'bo second of these rounds 
is less f^ood, 'riio Virj^iu seated 
with joined hands turns towards 
the infant near her. The youth- 
ful Baptist lu distance to the ri^^lit 
is in tho act of fastouui}';' a sandal. 
The iij^ures are more slender, tho 
tones cooler, than iu the immedi- 
ately for(‘f,^()injy example. 

^ See Torsellino and tho Guida 
di Ijoroto puhlishod at Ancona in 
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pavement of the Holy cluipel to ho laid at l]ja,t time. 
Vasari says, that Signorelli was liberally paid by Sixtus 
the Fourth for the frescosd Ho eortaiidy d(‘S(‘rv(!d liberal 
treatment for the most chastened work (ivan* prodmaal 
on wall The triangles of the oeiogou (aiding eoiiiaia 
eight angels in various attitudes playing insinunents. dTo 
four doctors of the churcli and tlio four (‘vangtilisis (ill 
the upper, the twelve apostles, in couples, six s{>a(Uis of 
the lower course; and the two nuuaining (iedds e,oinpris(i 
the incredulity of S. Thomas, and tlui conversion of S. 
Paul. A remiiiisceucc of Fra FilippiTs c(*iling at Pralo 
is evident in the four cvang(dists, and (ionlirms llui sup- 
position that Signorelli had boon at Flonaua*, and l.cni- 
pered his Umbrian feeling with tlui inoni inasculimi (de- 
monts of its art. His angels, which ar<i h‘asl. injnnal by 
dirt and smoke, are done with girat (‘andulness and pa- 
ticnco. Cut most of the aposthis and the two subjt^*! 
pieces arc dimmed to ineoinprchenHibillly," 

A single fresco at tlio Sixtiiui is lh(‘> work of SigmuHilli. 
One feels on looking at it that the painit'r kiunv ln‘ was 
competing with men gixjat in tlui art of (‘.oniposition and 
in the science of light and slunh^. Ills (‘om^epiion and 
arrangeiuout of iucidonts an* grand and suitabh*, 'fo th<,‘ 
right Moses reads from a book. Uis rotl is in his hand, 
lie sits and tells of the promis(id land to the llt‘bv(nvs of 
all sex and ago surrounding him. d'o tin*, loft \n\ trans- 
fers the rod to Aaron. Tins piuipln an* gu(h(u*<*d on a 
grassy slope, which rises us it ntc.cdt^s into rot‘ky dis- 
tances iutorspersod with tnats. In t.h(M*(‘ntrti background 
the angel shows tlio promisiul land; and far tdf to tin? 
left, the body of tlm patriarch is lmri(*d. d'ln*. grand 
choice of nude iu some of tini ligiinis about tin? sitting 
Moses is striking, leaving an impresHlotJ akin to Ibai pro- 
duced by Piero della Francesca in tln^ fn*s(*i>s of 


(piototl iu liicjci (Mtjmorin 
fcjtor. dogli urtisti dolla Mtirca di 
Ancona. 1. 190), 

^ Vas. VI. U3, 


* In tijc nlsh* clunrh 
arc *.i(i uitauudu'onu* ttun 

rlidtdy rojuovod hy Pniimnoirio, 
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Great spirit is tlirown into the draped figure to the right, 
leaning an elbow on a staff. There is vigour and Um- 
brian grace in the back views of tlie men in the tight 
costume of tlie i)erIod. The females are less successful 
than the males, heavy in type and stiffly angular in form, 
as might bo expected from a pupil of Francesca, wliilst 
the children are clumsy and aged in frame and head; but 
tlie group of women and children may be due to Don 
Bartolommeo della Gatta, who was at Romo with Signo- 
relli and Perugino, and laboured as their assistant at the 
Sixtine. The drawing is at once bold and broken, in 
contrast with carefulness of general handling and a patient 
application of gold in the drosses.* 

Signorelli holds an honourable place in the Sixtine 
chapel, lie is second to Ghirlandaio in the groat law of 
balance, in propriety and obj(ictivcnoss; but he compensates 
those failings by liveliness and action, lie is grander 
and more dignified than Botticelli, and reminds us that 
his path Avas followed later by Micluiol Angelo. lie stands 
in marked contrast to Perngino, wlioso softness and ten- 
derness arc the direct contrary of his energy and im- 
])ctuosity. lie is naturally much above Gosimo Kossclli. 
Wo believe that most of those painters met and laboui't-ul 
together at Romo. Their rivalry was friendly; and each 
of tliom i)robabIy had commissions from many Roman 
patrons. Of these, however, Signorelli’s share has not 
boon preserved. If ho furnished altarpiccos to wealthy 
cardinals, they are not forthcoming; — if ho did more 
than on<^ fresco at the Sixtine, his successors obliterated 
it; and the journey of Moses and Zipporali, usually at- 
tributed to liim, must bo resigned to Perugino.^ — Signor- 
clU^s stay at Romo may have lasted from about 1478 to 
1484. At the latter date he was already residing in 
Cortona. 

A subscri])tion had been made about that time for the 

* >Somo of tim ilonh tints I the lower part of the forcjjn'ound, 

which are generally reddish, and | are retouched. 

* Boo postoa. 
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erection of S. Maria del Oalcinaio outside the towii; and 
the promoters of the scheme were desirous of obtaining 
plans and models from competent hands. On a])plication 
to Signorelli, who seems to have been diffident of his 
own powers, he suggested the name of Francesco di 
Giorgio. Francesco was at that time on duty for the 
Duke of Urbino at Gubbio; Signorelli was sent there to 
meet him, and the matter was speedily settled to the sa- 
tisfaction of all parties. S. M. del Oalcinaio is one of 
the few edifices in Italy really planned by Francesco di 
Giorgio.^ 

To Signorelli^s labours in the year 1484 wo likewise 
owe the altarpiece in the cathedral of Perugia, rcpiHiscnt- 
ing the Virgin and child enthroned under a garland of 
fruit and flowers in the Paduan fashion, between SS. 
Onofrio, John the Baptist, and an angel, Ercolano, Sto[)hon 
and an angel, whilst a nude seraph times a stringed in- 
strument as he sits on the pediment of the throne,® In 
spite of the realism of the seraph and of the aged and 
bony S. Onofrio, the picture was no doubt a finc^ one 
originally, but its beauties are veiled by heavy rcj)aint- 
ing5 and horizontal splits in the panel deprive it of 
value. ^ 

Cortona was now Signorelli's home, and it may bo as- 
sumed that he usually remained there, attending to the 


^ The records of this affair, in 
wliicli Signorelli took so conspicu- 
ous a part, are i)ublislicd iu tlio 
Giornale Arcadico di Koma for tlio 
year 1823. Two of tlioin arc re- 
published in Tassavant’s Raphael 
ubi supra. 1.420, one in Vas. com, 
VI. p. i56. The date of Signoridli’s 
visit to Francesco di Giorgio at 
Gubbio is June 1484. 

2 Cesare Crisp olti iu Perugia 
Augusta, lib. I. fol. 03 and lib. II, 
fol. 270 gives the following as the 
inscription then on the picture: 
‘^Jacobus Vanimtius nob ills Oorto- 
nensis, olim Fpiseopus I*erusinns, 
hoc Deo inaximo ct dive Onofrio 
sacoHum dedicavit; cui iu archie- 


piseopum Nicaenn'in aasinupto, uo- 
pos Dyonisius Hueeessil;, et (jiianta 
Tides iinpensji-oniavij; ncMnia pietns 
MOGGGCX.X.VIV,” ^I’he pietiire 
was originally at Ar<i/,;{o, and o.auie 
later Into Duomo of Porjigia. 

® Manni (Vita di laiea SignondU 
ap. Vas, com. VI. 1-1 1-) alln<i(^s to a 
contract of Jan. 1*185, by whicli 
Signorelli binds Iiitnstdf io paint a 
chapel in S. Again of AVc 

cannot asc.co'taiu wh(^fch(‘r tint dale 
is calculated ac<!ording to tb<^ <d<l 
or to the new style, and wlndlier 
to place it after or Ixfforti the 
jtmniey to (bibbio. At nil events 
there is no imee of Signorelli’s 
work in S. Agata, 
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numerous commissions for altarpieces and church stand- 
ards which poured in upon him. The company of the 
Virgin at Citta di Castello; for which he had painted a 
banner, caused the freedom of the town to be conferred 
on him in 1488/ and many pieces still extant in the 
place testify to Lucans popularity. At Cortona his worth 
was fully appreciated; and he was elected to municipal 
honours in the same year, as well as on several different 
occasions till his death.^ The extent of his reputation 
may be conceived from the fact that he was one of those 
called upon to decide the competition for the models of 
the front of S. Maria del Fiore at Florence in 1491.^ 

Amongst the more distant places in which he is sup- 
posed in these days to have laboured is Volterra, where 
a Circumcision, ordered for the altar of a company in S. 
Francesco, is described by Vasari as a “marvel of 
beauty Its original completeness was injured by Bazzi, 
who repainted the infant Christ, and spoiled it; and this 
Vandalism is strongly reproved by the Aretine.^ Vasari, 
however, speaks of a fresco, and one is tempted to in- 
quire wdiether his memory did not lead him into error. 
A panel of the Circumcision by Signorelli, in the Hamilton 
Palace near Glasgow, deserves his praise, and would 
justify his reproaches, inasmuch as all the figures but 
one are well preserved ; and the infant Christ alone is re- 
painted.^ The composition is one of Signorelli^s best, well 
arranged, and full of energy. The life-size figures are 
bold in action, yet unstrained; the colour, strong and 
of an olive tinge, with brown shadows. Firmness and 
truth of drawing are combined with a judicious distribu- 
tion of light and shade. The high-priest raises his eyes 
and stretches his hands to heaven with a benevolent 
glance, whilst a person of lower rank in front of him 

^ Com/iu Yas. (VL 150). i ® See the records of tliis com- 

' petition in com. V as. Yll. 247. 

* Ib. Luca held the magistracy, * Yas. YI. 138. 
for two mouths in the years 1488. ; * Repainted at a very distant 

1495. 1497. 1502. 1504. 1508. 1520. ' period but in a manner out of keep- 
and 1524. 1 ing with the rest of the altarpiece. 
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bends OTer the form of the infant Chriot, held by tlio 
Virgin on her lap. Her face is cast in Signorelli’s well- 
known mould, and expresses kindly softness, whilst that 
of the operator is on the model of those of Piero della 
Francesca and Leonardo. A graceful female to the left 
of the high-priest touches the Virgin’s shoulder, and of- 
fers to the spectator a form of Umbrian character. S. Jo- 
seph, on the same side, a grandiose apparition in full 
drapery, contemplates the ceremony and supports himself 
with the right hand on a short staff. Tender care is e.x- 
pressed in his looks. Behind him a female of swciot fea- 
tures, with an air recalling to mind a creation by (lio- 
vanni Santi, is accompanied by a turbanod male. To the 
right of the principal group, a man in converse enforces 
his speech by the touches of his fingers upon eai-h 
other, explaining something with force to a young female 
in front, who pauses in the act of departing, and 
turns her head towards the infant Christ. It would b<i 
difficult to find a bettor Umbro-Florentine work of Hi- 
gnorelli’s good period than this.’ 

But Volterra boasts of other portable works by him, 
one of which, an Annunciation, dated 1.41)1, in the Caj)j)(illa 
S. Carlo of the Duouio, is reminiscent of a similar piece 
by Giovanni kSanti in the Brora at Milan. The Virgin 
has been reading under a colonnade, and in her surprise 
at the appearance of the angel in the court, she has 
dropped her book, the Eternal in gloi‘y ajipearing as 
usual in the heavens to the loft. The perspective is good, 
the colour powerful, and the handling mastorly, but 
the types and character of the figures, and tlu! cast of 
the drapery are more than usually Umbxian, and the pic- 

* Tlie picture is signed on the say that ;MS. records by Onnaniu 
base “Lucas Cortonensis iiinxit.” in the library of Voltorra ni<‘nl;iou 
The scene is laid within the niche the cxistcucc of a circuiuciHiou Iiy 
of a temple with yellow ornament Luca do Oortona » ^ on panel in 
on a blue ground in the borders. A S.l^VauccHco and the same HnbjecI; 
prophet in a medallion lills the on panel in thti company <lol nonu) 
angles of the niche. A ribband, di (JfoHiV 'riie pan, els fonning the 
vase and hook are on tho floor, surface are labl trauHversely and 
The annotators of Vas. (VL liJS) have slightly bulged outwards. 
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lure is one of tliose in wliicli Signorelli most displfij^d 
an amiable and kindly spmt.^ 

A tabernacle altarpiece in S. Francesco of the same 
city; dating from the same year as the foregoing; re- 
presents the Virgin enthroned amongst saintS; \rith a 
prodella of feigned bas-i'eliefs; unfortunately ruined. No 
earlier one by Luca so fully develops his grand boldness. 
The hnrdy energy of the infant Saviour’s gesture; as he 
raises an ariU; which is seen from beneath; like the Ee- 
deemer’s in Michael Angelo’s ceiling at the SixtinC; is truly 
startling. The two saints nearest the spectator are very 
fine, and the angels have again the Umbrian affectation 
of grace. The draperies are massed with considerable 
breadth; and the colour is as usual full of texture and 
high in the shadows.^ 

Luca’s return and residence at Cortona; in 1493 and 
1494; arc certified by records of payments for two altar- 
pieces at Citta di Gastello;^ and a peculiar interest at- 
taches to his movements in the latter year; because it 
has been supposed that he visited Urbino on the occasion 
of a contract for a banner to be delivered after a speci- 
fied time to the brotherhood of S. Spirito in that place.'^ 
Signorelli is evidently well known to Giov. Santi; who 
calls him ^^il Cortoneso Luca; d’ingegno e spirto pelle- 
grino^^ Pungilconi inquires; whether it might not be 
likely that so distinguished an artist should have been 
of some influence on the career of the youthful Ra- 


^ Tlic arcliitcct'iire is good and 
liiglily ornamonted. On the nearest 
pillar of the colonnade is a scroll, 
coutaiiig the inscription: “Lucas 
Cortonen pinxitAlXDI.” The head 
and hands of the Virgin have bocn 
retouched. 

® This lino piece is on the altar 
of the Malfei second to the right 
as you enter tlie portal. On the 
step honeath the Virgin’s feet arc 
the words: “Mariao. Virgini. Pe- 
trus. Bella Domna. Imjus. religio- 
nis. professor, posnit. Lveas Cor- 
toneh pinxit M.COOCLXXXXI.” 


There are three vortical splits in 
the panel wliicli is much injured, 
tlie colour scaling in parts and 
altered in the flesh shadows. The 
figures at the Virgin’s sides are 
(loft) SS. Francis, John the Baptist, 
and an angel, (right) Anthony, Jo- 
seph, and an angel. On the fore- 
ground seated are S. Jerome and a 
bishop writing. 

3 JVfancini ub. sup. ap. com. Vas. 
(VI. 157). 

^ See the contract in Pungileoni, 
Elog. Stor. di Gio. Santi. p. 77. 
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phael, or liave tauglit Mm something when at Urhino in 
1494.' But there is no proof whatever in the records 
which he adduces, to justify the belief that Signorelli 
came to Drbino on the occasion in question; and Giovanni 
Sand, who died in August of that very year, was cogni- 
zant of his talents and fame long before. Tlio banner of 
S. Spirito is still preserved in the edifice of that name 
in UrbinO, representing on one side the crucifixion with 
great animation in the principal and episodic scenes, and 
on the other a grey and not pleasing Descent of tho Holy 
Spirit. , 

A Nativity and a Martyi-dom of S. Sebastian ordered 
severally for S. Fi-ancesco and S. Domenico of Oittii de 
Gastello mark the year 1496.'^ The latter still in tho church 
for which it was commissioned, shows an exaggerated 
vigour in the crossbow-men like that which chai'actcrizos 
the subject as painted by the Pollaiuoli in the National 
Gallery. The distance is equally full of figures and 
classic edifices; but tho execution generally is some- 
what dry.^ 

In 1497, Signorelli left Cortona and commenced a 
progress abroad during which he produced some of his 
finest and grandest works. Wc shall have occasion to asc(U'- 
tain how the art of Sienna contiimcd its retrograde course 
during the fifteenth century. Its ■ absorption into tho 
Perugian school occurred a little later. In the inoanwliilo 
Signorelli who sustained at least tho IJmbrimi fibre of th<3 
old school, appeared at Sienna, tlie jjrocursor of the Pintu- 
ricchios andBazzis, and found his way to tlio OUvctiius con- 
vent of Chiusuri, in one cloister of which ho carried out part 
of a vast decorative series illustrating tho Hie of S. Boiks- 
dict.^ To enjoy the fullness of Lucas' ])OWor from tho 


1 Pung^leoni, Elogio Stor. di 
Eaffaello Santi. 8^^ XJrb. 1820. p. 
13. U. 15. 

® As to the Nativity sec records, 
in com. Vas. (VI. 157), 

® Vasari notices the picture* (VL 
138) and Mancini states tliat it 


was iiiHcrihod in tho ]>ro<l(dIa; 
“Thomas do I»ro///us ct Kranoisoa 
uxor iian fooit t-llIH” (ap. noto to 
Vas. VL 138). Tho datt^ is wrouji^ly 
given, hoiug 1HH>. Tlit^ piottiro has 
lost itslivoliuosrt ol* colour and has 
greatly Hud'orod. 

Vasari .XI. 113. 
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remnants of liis wall paintings in this edifice is, however, 
difficult because of the injury which they have sustained. 

Eleven spaces are filled with paintings on the cloister wall to the 
right of the entrance. The first is one of those which Bazzi com- 
pleted in 1505,^ the last is by Eiccio, whilst the penultimate is 
completely gone. There remain therefore eight frescos by {Signor- 
elli, representing 1. (after that of Bazzi near the door) Totila’s 
genuflexion before Benedict 2. the shield-bearer’s coming to Bene- 
dict in place of Totila (injured in parts) ; 3. the temptation of the 
abstinent monk (injured and renewed in the lower part); 4. the con- 
viction of two brethren for breaking the fast-vow; 6. the resurrec- 
tion of a monk on whom Satan had pitched a stone (much black- 
ened); 6. Benedict exorcising the devil who prevented the stone 
from moving; 7. the overthrow of the idol (damaged); 8. the fall 
of a house and crushing of a youth (much injured and retouched). 

These frescos date from 1497.^ They prove that Si- 
gnorelli was still under the influence of his early education 
by Piero della Francesca. They embody all his energy 
and fancy. The drawing, pounced on very smooth surfaces 
from cartoons like Pieros', is clean. It defines not only 
the outlines of the forms , but the respective parts in light 
and in shade with geometric precision. The technical system 
is also perfectly clear, a local water colour of a yellowish 
tinge for light, stippled with yellow red for mezzo tints, 
with red for shadows, always in one direction on the 
.plan pursued by Leonardo in his drawings, 

A prolonged stay in Sienna during 1498, resulted in 
Lucans completion of an altarpiece for the chapel of the 
Bicchi in S. Agostino, of which the wings alone, re- 
presenting life size figures of SS. Chiara, Mary Magdalen, 
and Jerome, Augustin,' Catherine, and Anthony of Padua, 
arc in the Berlin Museum and must be classed amongst 
the fine productions of the master.^ His chief occupation 


^ The record vouching for this 
date is in Doc, Sen. Ill- 184. 

^ Several of the drawings for 
this fresco are in the gallery of the 
Louvre. 

® Guidaall’ archicenobio di Monte 
Oliveto, Sienna, 1844. p. 20. 

^ No. 79. Berlin Museum. The 
date of this piece is given by Tizio 


(in MS. Hist. Sen. ap. Pnngileoni 
Raph. ub. sup. p. 6) who says; 
“Lucas ... in S. lugustino tahu- 
1am peregrinam pinxit anno ab- 
hinc (1513) decimo quinto.” The 
centre of the altarpiece as descri- 
bed by Vasari (VI. 149) was a S. 
Christoi)lier, the saint to whom the 
chapel of the Biochi was dedicated, 
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at tills tiui6 was liovcwcr tlic aclorninciit of tlic 1 iilaco of 
Pandolfo Petrucci. That wealthy individual who in a 
lon«-. course of years had succeeded in usurping suiu’cmc 
power at Sienna had wellnigh brought a now palace to 
completion; and one of the rooms in that edifice was 
covered with frescos which Delia Valle has described. 
One of them represented Midas angered at the discovery 
of his ass’s ears.’ The second was the school of Pan, 
almost similar in composition to the canvass of the same 
subject in possession of Marquis Corsi.® In a third, the 
torments and triumph of Cupid were depicted.” A fourth 
was devoted to Ooriolanus listening to the prayers of his 
mother and wife.'* In the same room were a flight of 
Eneas from I’roy, a Kansom of prisoners and a Penelojio 
or Lucretia at her loom, tlio latter by Pinturicchio.” The 
triumph of Cupid and the Ooriolanus, transferred to can- 
vass and injured, are now in Mr. Parker’s collection, and 
are grand compositions of figures quarter the life-size. Tho 
rest, of Luca’s frescos have been lost, whilst the flight of 
Eneas and the Eansom are still preserved in tho Academy 
of Arts at Sienna and display a mixture of the stylos of 
Signorelli and Pinturicchio with something of tho chai'actci' 
appertaining to tho Bolognese, Ercolo Crandi, or to (liro- 
lamo Genga.® The latter is known to have boon in Pan- 
dolfo’s employ, and is oven said to have labounid later 
with Signorelli at Orvieto and olsowhore, yet one (cannot 
find his hand in the Cap])olla S. Brizio, and if lie did any 

find according to Tino ilic portraits * Iiiscriliod: d.CJovtimii,” 

of the BiccM were also there. We 

only mention as a duty a Nativity Jt was iiiHcrilxwl: *‘LucaH (Jorl- 
in S. Domenico of Sienna cited hy tins.” 

Taia, Guitla di Vienna 1822, )). 141) 

as by Signorelli. Wo shall note Also .signed ; ‘‘Luens (Jorit, ins.” 

this piece in the life of Francesco 

di Giorgio. The Nativity, however, S(‘o Della Vn-llo’s S.a- 

exhibits an animation and move- ne.se (IL ;)2() *21) Dr. Wnagmi had 
ment from which we might infer occasion to sim this piiuni in pos- 
that some influence was wielded session of Mr. doly do Baninu‘vill<» 
by Signorelli on the painter. in Paris. 

1 Inscribed: A0YKA2 0 icon- « No. 221 and 225, Aead. <ff 
TI02 EnOIET. Arts. Sienna, 
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thing there, his attention must have been confined to or- 
naments.^ 

From Sienna Signorelli now proceeded to Orvieto, where 
the council of the cathedral after waiting nine years for 
Perugino, and after trying Pinturicchio, had finally resolved 
that Luca should decorate the chapel of S. Brizio.'-^ 

It would be curious to ascertain, what the painter's re- 
flections may have been as he contemplated the unfinished 
masterpieces of Angelico on one of the ceilings of the 
chapel. The last great artist who embodied the essen- 
tially religious element had left the traces of a mighty 
talent behind. How was the equally mighty represen- 
tative of new principles and of modern modes of 
thought, to reconcile his creations with those of his pre- 
cursor? One can understand a debate in the Orvieto 
council, if the members discussed the relative merits of 
Pinturicchio and Signorelli. Would not the tender, per- 
haps affected Perugian be better suited to contimie the 
work of the mystic Dominican than the fieiy follower of 
Piero della Francesca? But Signorelli prevailed. Pinturic- 
chio whoso art is that of Perugino minus his best quali- 
ties, was not fit to compete with the gigantic power of 
one whose opus following on that of his teacher was ne- 
cessary to the development of Italian painting; — who 
left at Orvieto his mark for all time. Not but that his 
frescos there may in the course of centuries perish like so 
many others that have gone that way before, but they 
were in their path suggestive and grand; and had their 
influence on the growth of Michael Angelo. 


^ These are indeed c^^e exited with 
less accurate care than the rest of 
the work, l)ixt see Vas. (XI. 86 — 7). 

® The contract was signed on 
the of April 1499, and com- 
prised at first' only the ceilings 
and windows. When Signorelli 
had completed these he was or- 
dered to proceed with the remain- 
der receiving for the whole 780 j 
dxicats. He was furnished besides | 


with the necessary ultramarine and 
free quarters. On obtaining the se- 
cond commission he further re- 
ceived monthly a certain measure 
of wine and corn, and two beds, 
one being no doubt for his assist- 
ant , supposed to have been Giro- 
lamo Genga. The walls of the 
chapel were completed between 
April 1500 and the close of 1501. 
See Della Valle’s Storia del Duomo 
di Orvieto: ub. Snp. pp. 316. 319. 
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Looking round him at Orvieto, Signorelli might see; 
not merely the comparatively small production of a ceiling 
by Angelico; his imagination might feed on the examples 
of great bygone sculptors. He could leisurely examine 
the bas-reliefs of the time of the Pisan revival; the Giot- 
tesque ones of Andrea Pisano. Ho might perhaps still 
see mosaics by Orcagna. He certainly followed the 
ideas of Dante in the conception of an Inferno. What 
Signorelli did in S. Brizio at Orvieto; how ho adorned 
the walls; and with what taste lie combined his pictures 
with the architecture which surrounds them must however 
now be told. 

The Cappella S. Brizio is a rectangle in two subdivisions, each 
subdivision having three lunettes and a groined ceiling. An en- 
trance leads through the lower side. The upper naturally bold.s the 
altar. Each of the lunettes is one picture, vast hi All the pic- 

tures are at a certain height, their lower borders resting ou iictive 
marble shirtings, adorned in the centre with H(tuar(i panels incloshig 
portraits, and medallions as satollitcs, with Hcenes derived (Vi>ni 
Dante’s Purgatorio, or subjects taken from mytliology. 

In the first lunette to the left of the entrance, AntichriHt falls, 
head downwards, from heaven, pursued by areJiangel, sword in 
hand. An innumerable crowd peoples the world below. 'I’Ik* Ikoi- 
venly wrath confounds a mass of mortals in isvery sort of action, 
on foot, on horseback. They are Imrled to the ground or fall ou 
their backs, faces, sides, in such variety of attitude as one can 
scarcely imagine. On the forogroxind to tlui left, stand Inica Si- 
gnorelli with Angelico, according to tradition, by his sidej they 
look on whilst Antichrist on a pedestal, inspirinl by the dtwil, 
preaches to a multitude who listen, commune, or distributi^ to each 
other the wealth which is the reward offered with full hands by 
the tempter. In front of a splendid temple, ommpyi ng the right 
distance, episodes too numerous for description are depicted.^ 

The next lunette on the same side represents Paradisi!. I’he 
happy of both sexes stand in oxtasy, attended by angels who de- 


^ On the centre of the skirting 
below this fresco, a likeness of 
Dante fills a stxuaro panel. The 
medallion in dead colour beneath 
its base represents Dante and 
Virgil meeting Cato; the opposite 
one vertically — Dante and Virgil 
examining the rock, and the meet- 
ing of Dante with Manfred; thoj 


medallion to tlui loft, J)anto and 
Virgil awaiting the aiiproach of the 
angel on the waters, that to tlu^ 
right the poets ascending tiierock, 
Virgil showing Dante the sun, aiul 
Dante recognizing Bclacipia, 'I'hc 
lower part of the fresco of the fall 
of Antichrist is damaged au<l tln^ 
colour a little ahraded. 





'I HK i'UJ’^nisi.; , a (mav hy l.Mc-a Ili ui tin- ImuDumi i irv ,f(r, 
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posit crowns on tlxeir lieads, and point out to them the way to the 
more distant abodes of bliss, whilst others in flight play instruments 
or cast flowers in most graceful motion.^ 

On the wall pierced by the window, the embrasure of which con- 
tains two angels and two canonized bishops, an altar covers the 
lower part. To the left, the elect proceed upwards to heaven, guided 
by angels, and other celestial messengers, in a higher space, rush 
down with crowns, or float in ether, playing lutes and casting 
flowers.® In contrast to this scene, the menacing archangels, with 
S. Michael at their head, occujdj the right of the pointed window 
above the altar. The fires of hell encompass a mob led by one hold- 
ing a flag. Charon in his boat rows with his hideous wings. 
Groups await his pleasure for a passage of Acheron; and spirits 
assail the forms of the damned.® 

Pursuing the course of the story, in the opposite side (right) of 
the chapel, the infernal regions are on the lunette nearest the al- 
tar. The archangels, on high to the right, winged, and in armour, 
stand by, as the ministers of Satan drive the sinners down, carry 
them on their backs, i*cpel them planting and despairing, or strangle 
them with cords.** 

The next lunette near the door (right) is devoted to the resur- 
rection. Two angels, amidst clouds alive with cherubs, blow the 
last trumi), their draperies and ribbands flying in the wind. Beneath 
them, the people rise from their tombs, in the flesh or as skele- 
tons. In the centre of a lower skirting, an arch confines the dead 
Christ, resting his head on the Virgin’s lap, and watched by a 
standing apostle on the right. A grieving figure is at his feet. 
The kneeling Magdalen, between him and the spectator, kisses his 


* On the centre of the skirting 
below this piece, the portrait is 
that of an unknown person; hut 
the subjects in the medallions 
about it, in the same order as a]) 0 vc, 
arc : — Danto led by Virgil, then 
mooting with the souls singing mi- 
serere ; — the meeting of Dante and 
Sordcllo, and the embrace of ^3or- 
dello and Virgil; — again the em- 
brace of Virgil and Sordello; — Vir- 
gil and Dante observing the “eser- 
cito gentile” the two angels with 
drawn swords guarding the hill, 
and Dante talking to Nino Vis- 
conti of Pisa. 

® A small window in the midst 
of these groups has in its embra- 
sure an angel expelling Satan, and 
8. Michael weighing the souls. 

® In the sides of a little window 


in the midst of this group, the words 
“Avo Maria” are inscribed. In 
tlio skirting to the left of the altar, 
a vertical chain of two rectangular 
panels with a medallion between 
them, represent, 1. Dante asleep 
with an eagle above him; 2. Dante 
followed by Virgil and seeing the 
bas-relief of the annunciation; 3. 
Dante’s meeting with Oderisio da 
Gubbio. In the same order on the 
skirting of the right side of the al- 
tar, 1. unknown subject; 2. Per- 
seus and Andromeda; 3. marriage 
of Perseus and Andromeda. 

^ In the skirting, the central 
square panelling contains a por- 
trait of Claudian; and in the me- 
dallions around, all on gold ground, 
are Juno, Venus, Minerva and 
Pi’oserpine. 


2 * 
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lifeless hand; and in the rear, in the shape of a bas-relief on a 
tomb, the body of the Redeemer is carried by three bearers to the 
grave. ^ 

At the side of the door is a continuation of the destruction of 
the wicked. Beneath on each hand arc two portraits, one <»f tlioin 
probably that of Signorelli, the other that of Niccola di Francesco, 
who ordered the frescos. To the ceiling of Angedico, which is that 
of the subdivision nearest the altar, Signorelli a(ld(‘,d one section, 
left empty by the Dominican, depicting Michacd-angclesJine liguros 
sounding trumpets, and others carrying the emblems ol tlie pas- 
sion. In the four sections of the second coiling, Jjiiea i>aiute(l n 
choir of eight virgins, fifteen doctors of the cliurcli, tliirtcen pa.- 
triarehs, and seven mai*tyrs.2 

Nothing can be more hardy than tlio aiigcl pui\siiing 
with his drawn sword the falling form of the dennon. 
The innumerable figures in the episodes of AniiclirisUs 
miracles are distributed with a skill ocpial to tliat of 
Michael Angelo. The architectui'e is in tlio b(^st classic 
style. The angels in the paradise charm by nobleness 
and grace, those who guide the elect upwards to Para- 
dise are also beautiful and the very iinosi; ({vtu* dcis- 
igned by the master. The archangels and the con- 
demned, expelled from the sky, are grandiose and truly 
admirable. The animation and life in tlui lower scenes 
are as great as those in Michael Angelo’s ])attlo of Anghiavi, 
the nudes like those of the Sixtinc; and tlu^ forosliorlenings 
are the perfection of those originally conccsivcd by ih(\ 
daring of Uccelli and Piero della Fi’anc(^sca. The struggl(‘.s 
of the imps and souls arc scientifically rendcu'od with (extra- 
ordinary truth and with an energy wcdl suihul to tine 
subject, and the spaces filled by tlio parts avo perfectly 
divided. The angels in the resurrection r(mun(l one 

On the skirting to the left of it. The ccutni portrait is Hiill 
this, a central s(iiiarG panelling, as there with nii upp(U’ and Hi<le me,- 
beforo, contains a portrait of Virgil, dalliou rej)res(uiting \vr<*Htl(n’H. 

In the four medallions are: 1. Or- frcHCo of tlie reHiirnuition is u,brnd- 
pheus with his lyre recalling Eiiry- ed chiedy in tlu‘. sky. • A Iarg(< salt 
dice; 2. the descent of Eneas to .stain damages tiui ceutn^ of the 
the infernal regions; 3. Eurydice picture, 
taken away after the disobedience 

of Orpheus; 4. Hercules chaining * At the sides of the portrait in 
Ant^us. The skirting on the right tho right hand medallion the in- 
of the Piott\ is partly covered by itials E.H. arc) twice ropi^ated. 







Chap. I. 


LUCA SIGNORELLI. 


21 


of the Hercules in the Sixtine chapel, whilst the groups 
below, though somewhat affected, are still effective. The 
grinning skeletons, varying the array of souls rising to 
the judgment, partake of the general vehemence, they 
move as living things, and are wonderful as studies of 
action. The Christ in the Pieta, though muscular, 
is not depicted without feeling, but the relief figures 
carrying the Redeemer betray Luca's Umbrian nature, one 
of them indeed recalling those of Raphael in the various 
drawings of the same subject at Oxford and Florence, 
and suggesting that Sanzio had seen the masterpieces of 
Orvieto. — The composition, like so many others by Sig- 
norelli, is Michaelangelesque. 

Here then, on the classic ground trod before by so 
many Italian artists, Signorelli, at the age of threescore, 
was enabled to satisfy his instincts to the full by de- 
lineating scenes of a highly dramatic character. Had it 
been the fortune of Angelico to complete the chapel of S. 
Brizio, lie would no doubt have painted the same sub- 
j’ects in the grand but kindly solemn spirit which pervades 
those in the ceilings, — a spirit the very reverse of that 
which marks the colossal, and often vulgar, forms of 
the Cortonese. Both men were great in their path; but 
they pursued different ways and aims; the one wafting the 
spectator into an atmosphere of calm, the other -with dif- 
ficulty convincing him that he is not hovering over a field 
of battle. Unavoidable indeed is the reflection that Signo- 
relli, whilst he challenges our admiration, does so by a med- 
ley of conflicting and not always pleasing impressions. The 
pleasui'e which ho creates is not entirely unalloyed. Like 
Michael Angelo he fascinates and crushes; he extorts ap- 
plause by his extraordinary vigour, ^and hardly leaves a mo- 
ment for the analysis of the sensations which crowd together 
at sight of his masterpieces. Cold reason supervenes. We 
admit the daring conception, and its successful realization, 
but we feel less sympathy than surpi-ise. The athlete has 
taken away our breath by the performance of his feats; 
he has not touched one of the softer fibres of our heart. 
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But the character of Signorelli was eminently calculated 
to strike the mind and to rouse the attention of Michael 
Angelo ; nor is it a marvel that, having visited Orvioto, 
he should be pleased by the art of Luca, and consider 
some of his groups worthy of reproduction in the Last 
Judgment of the Sixtine chapelJ As for the rest, it would 
be repetition to enter further into the details of the style 
and execution of these frescos, their characteristic features 
having been already generalized for the sake of presenting 
to the reader a compact sketch of Signorelli's manner. 

His first stay at Orvieto did not exceed two years 5 for 
though he painted in 1503 two fine bust portraits of him- 
self and of Niccola di Francesco, with a boldness and 
freedom of hand seldom surpassed,- he had already (if 
we believe an inscription which we have not scon) re- 
turned in 1502 to Cortona and delivered to the church of 
S. Margherita a dead Christ, wailed by tlic Marys 
and apostles, with but slight variations like the fresco in 
the chapel of S. Brizio, with a prcdella representing the 
Sermon on the Mount, the Last Supper, the Kiss of Judas, 
the Capture, and the Flagellation.'^ lie returned, howovcu-, 
to Orvieto in 1504, perhaps to finish some })arts of the 


^ See as to tliis Vasari (VL 142). 

2 The two men face each other. 
The names “Luca” aud“JSficolaus” 
are engraved on the dress of each fi- 
gure on a tile, 15 inches hylS. That 
of Nicholas is grave in pose, remi- 
niscent of Piero della Pranccsca. 
On the back of the tile, which is in 
the opera of the Duomo at Orvio- 
to, are the words: “Lucas Signo- 
rellus, uatioue Ytaliis, patria Oor- 
tonensis, arte eximius merito'’ApolU 
comparandus , sub regiminc ot sti- 
pendio Nicolai Francisci de natio- 
nis patrie )tane , camcrario 
fabrice hujiis basilice 3 sacellu hoc 
Virgini dedicatu jiidici tinalis or- 
dine figuratum pcrspicue pinxit 
cupidusque immortalitatis virius- 
que effigiem a tergo litterarum ha- 


riim natumlitcr mira (‘insit a,rt(^ 
Alcxaiidro VI pon. M ?JM s(‘,d(iTitc (^t 
Maximiauo TUI'’, iiuju^raut. ailo sa- 
lutis M.cect*/* tortio Kalcndas Jn.- 
niiarias.” The colour of this p’uico 
is liquid ou the white ground with 
the lights in body and tlic nmt 
stippled — all of a ruddy tone. 

3 qdiis picture is now in tin? 
choir of tli(i Dnonio having hccu 
transferred from its original jdaco, 
(noticed in Vasari VI. llJH— b). qUit* 
auaotators of Vasari give tin*, fol 
lowing inscription !iot visible to tln^ 
authors of this work. “Lucas /Mgi- 
dii Signorelli Oortonensis MDII.” 
The couipositiou is very auunatc<l 
rominisceiit of one by Jiotticsdli, 
The drawing is freti and hold, tlu; 
colour sharp and red. 
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chapel in the Dnomo, and a picture of S. Mary Mag- 
dalen of that date.^ 

From this time forward, Signorelli resided frequently 
in Sienna, where Pinturicchio, Bazzi, and himself, assisted 
by Qenga and others, competed with the Pacchiarottos, 
Pacchias, and their local guild-brethren. There was plenty 
to do for them all, in a city where such enterprising per- 
sons as the Piccolomini and the Petrucci, contended with 
each other in display as well as in wealth and power. 
The cartoons which Signorelli completed there in 1506 
for the pavement of the Duomo, were never put in hand;' 
but they would occupy his leisure hours, and leave him 
time to compose, paint, and set together the numerous 
panels which form the great altarpiece of 1507 in S. Me- 
dardo at Arcevia. There are not many finer or more 
pleasing creations of his than this, although it has suf- 
fered so much from scaling and from dust. The central 
Virgin and child are still Umbrian, but the five pre- 
della pieces. Annunciation, Nativity, Adoration, Flight 
into Egypt, and Massacre of the Innocents, have a pecu- 
liar charm on account of their grace and carefulness, and 
a Poruginesque feeling in the fine proportions and move- 
ment of draped or naked figures, which remind one of 
the youth of Raphael/*^ 

‘ Thcj Mfigdnlcn is now in the 
‘'opera”; U is inscribed; "Conservat 
pa. pacis conservatrici ex se con- 
suet o MDIllL” There is a record 
of the payment to ISignorclli for 
this piece. Yet the rude handling of 
it might suggest the exclusive em- 
ployment of an assistant. 

2 Gaetano Milanesi,- Discorso 
etc. ub. sup. 131 and aunot. Vas. 

(VI. 158). 

* Arcevia is near Fabriano in 
the lioart of the Umbrian Country. 

The altarpiece is in courses with 
pilasters containing seven half 
lengths of saints apiece. In the 
principal course the Virgin and 
child are enthroned between fcJlS. 


Sebastian Andrew, Rocb, and an- 
other saint. In the upper course 
the Eternal is between the Baptist 
and three apostles. The arms 
of the "comune” of Arcevia are 
oil panels at the extremities of the 
predclla. One reads on the step of 
tho throne: “Lucas Signorellus 
pingebat MDVII.” 

In the cappella del Sacramento 
of the same collegiate church of 
S, Medardo is an altarpiece, in the 
centre of which is a Baptism of 
Christ inscribed on a scroll: “Lu- 
cas Signorelli da Cortona.” Yet it 
looks like a feeble imitation of the 
master’s style by a pupil. Pour in- 
cidents till each of two pilasters 
and are painted by a rude hand of 
the school of Aliinno. The base of 
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An affecting incident, which occurred about this period, 
contributes greatly to our knowledge of Signorelli’s cha- 
racter. TVe have seen how energetic, how gloomy at 
times he could be in his pictures. We now remark of 
what a stern and masculine stuff his mind was made, lie 
was the father of a family respecting which but little is 
known. One son, who w'as his favourite, mot his death 
suddenly and apparently by accident. Signorelli caused 
him to be stripped, “and with great constancy, without re- 
pining or tears, painted from his corpse, that ho might 
at leisure contemplate, in the work of his own hand, the 
treasure which nature had given him, and envious fortune 
taken away”.^ The body of the boy was buried at 
Sienna.® 

In the meanwhile, Pinturicchio had -finished the Picco- 
lomini library, and gone to set up the altarpieco at 
Spello (April 1508). Signorelli had been to Cortona to -fill 
an office in the municipal council for two months (July 
and August 1508).® Just then, Julius the Second (lotor- 
mined to readorn the Vatican Camero. lie engaged Si- 
gnorelli,* Perugino, Pintuiicchio, and Bazsii, to perform 
this duty. They all went up to Romo about the saiiui 
period, and began their labours. Most of them wore 
old and tried hands, Signorelli and J’erugino, famous. 
They used to meet in the house of Bramanl(*, and 
even dined there with Giambattista Caporali, wdio rem- 
embered the occasion,® but they wore all (»bUgcd to 
yield the palm to the youtliful Raphael, whom Bra- 
mante, their host, introduced to the Pope; and they all 
had the mortification of receiving their dismissal, and of 
seeing part of their work taken down.® Signoiadli, 
Perugino, and Pinturicchio returned together to Sienna, 
where the latter was presented in January with a son, 

tlie altarpioee is l)y an artist of tho ® Oniiiirali’s ^'itruv. iu Vormi- 
seventoentli centiiry. Pflloli. Vita .(li Fiiituric.c.li io. H" 

‘ Vas. (VI. 143). Poriiff. 1837. p. .0. Tonuoiisa Vita 

* In 1506 annot. Vas. (VI. 143). <1L Jacopo 8ausovIuo p. 0. Vas, 

» (Annot. Vas. VI. 158.) XIH. 7i!. 

* Vas, Vm. 13. 0 Vas, Vlll. 40. XL 14C. 
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whom the former held at the baptismal font/ and both 
closed their careers without any further incident of mark. 
Signorelli remained chiefly in and about Cortona, where 
several undated pieces prove the untiring industry with 
whicli he attended to the orders of his patrons. The 
Communion of the apostles, commissioned for the Cdm- 
pagnia di Gesu at Cortona, was produced in 1512; — 
the altarpiece of Montone, now at Citta di Castello, 
— a Virgin and child for the bishop of Cortona, now in 
S. Domenico, and the Deposition from the Cross for La 
Fratta near Perugia, in 1515; a Madonna and saints for 
the company of S. Girolamo at Arezzo, in 1520. Vasari 
states that the person who ordered the latter was an 
advocate named Niccolo GamuiTini, auditor of the Rota, 
whose portrait was painted by Signorelli in a kneeling 
attitude before the Virgin and child. He was recommen- 
ded by S. Nicholas, besides whom, SS. Donato, Stephen, 
Jerom, David, and two prophets occupied places around. 
When the brothers of the company carried the altarpiece 
on their shoulders from Cortona to Arezzo, they were ac- 
companied by Signorelli, who lodged during his stay in 
the house of the Vasari. As this occurred, Giorgio, the 
historian, being then eight years of age, saw Luca, much 
stricken in years, but full of benevolence and amiability, 
and hoard him tell his father not to check the child's 
propensity for the pursuit of art.*-^ The impression, which 
his own observation and the traditions of his family had 
left, was that Signorelli was of the best manners, sin- 
cere, and loving in his social intercourse, mild and kindly 
in conversation, and above all, courteous to those who 
wished for the product of his pencil. His teaching of 
disciples was easy. He lived well, and liked to appear 
in fine attire; and his good qualities caused him to be 
venerated abroad as well as at home.® He continued to 
exorcise the duties of his profession to the vei*y last, and 


* Doc. Sen. III. 65. and Gac-l 
tano Milanesi, Discorso.. ul). 
sup. 1 


2 Vas. (YI. 144. 5). 

3 Yas. (YI. 147). 
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Vasari states that he was paralytic when he began a 
fresco of the Baptism of Christ in the chapel of Cardinal 
Passerini’s palace near Cortona.^ That his hand was still 
firm, though slightly tremulous from age, in 1523, is 
proved by the receipt for payment of an altarpiece in the 
Piefvo of Foiano, of which Gaye has preserved the fac- 
simile.® In 1524, Signorelli sat for the last time in the 
Magistracy of Cortona, and it is believed that his death 
took place either in that year or shortly after. 

The following is a detailed register of the authentic 
works indicated as having been furnished between 1512 
and the date of Luca’s death. 

The Commiinion of the apostles, originally in the Compaguia del 
GesUj now in the Duomo of Cortona, is in oil and signed on a 
pilaster: ‘‘Lucas Signorellus Corthuniensis pingehat 1512.” The 
Saviour, in a fine attitude, without any excess of weight in fratno, 
gives the host to the disciples erect or kneeling in throes at each 
side. Judas, as Tasari says, puts the host into his scrip.® 

The Virgin, standing with the child in her anus, crowned by two 
angels, and in the midst of four saints, is a picture of life wi/.e 
figures in oil, for a long time at Montonc, and now in posscHsiou of 
Signor Mancini at Citth di Gastello.'^ It is signed: “ICgrogiuni (piod 
cemis opus Magister Aloysius Physicus ex Gallia ot ThomaHiua 
ejus uxor ex devotione snis sumptibus iioni curavcnint. Luca 
Signorelli de Cortona pictore insigni formas iudiic.cute. Anno 1>... 
MDXY.” Much injury from darkening of the shadows, from restor- 
ing and repainting, is apparent. The prcdolla, with six scones from 
the life of S. Cristina, is not to be found at jircsent. 

Signorelli’s picture of 1515 is not mentioned l>y guide-books or 
authors generally, yet exists on the altar of \'incouzo in S, Do- 
menico of Cortona, with the following inscription; “lo >Soniinnis ops 
Cortonens iconam et omatiim p. p. facicri A. D. (JTOlOXV. Ihonnles 
vero D. Asdrubalis ejus ex fve ab. nopotis P. fcJ. instanraii, ourave- 
runt. A, D. CIO.IO.CXIX.” This fine panel represents the Virgin, liAs 
size, holding the infant Saviour, resting her foefc on tlinjo chenibs Ins- 
tween two angels, S. Peter Martyr, and another Dominioau, tlui bust 


* This piece exists but so entirely 
repainted as to defy criticism, 

2 See in Plates to Carteggio Vol, 
II. 

3 Vasari (VI. 139.). 


iSH. Jeroin amUSobastian (right), 
Nicholas of Bari and Cristinai (oft). 
Jrioo Mariotti. j>, 274, ami Orsini’s 
Guida d’ Ascoli which .states tliat 
the prodfilla of the jjicce was in 
casa Odardi at Ascoli. 
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of bishop Seininiiis, a ^ood portrait, being visible in the right-hand 
corner. The panel is surrounded by a painted canvass framework. 
The draperies of the Virgin are scaled off. 

The Descent from the cross of 1515, commissioned for the church 
of the brotherhood of S. Croce at La Fratta near Perugia, is in 
Signorelli’s usual style, but inferior as to grandeur of composition 
to that of the Duomo at Cortona; yet the conception is that which 
many subsequent painters repeated, as Daniel of Yolterra in his 
picture lately in S. Trinith di Monte at Rome; Razzi, in that of S. 
Francesco at Sienna, Coreggio, the Caracci, Rubens, and Van 
Dyk. Three scenes from the life of S. Helen in the predella are 
very graceful, but somewhat dryly painted.^ 

The altarpioce of 1620 (circa), the transfer of which to S, Giro- 
lamo of Arezzo gave occasion to Vasari to see Signorelli, is now, 
in good preservation, in the church of the nuns of S. Spirito, and 
is composed of life size figures, in oil, in the master’s broad and 
powerful stylo; hut the colour is of a low key in tone, the half- 
tints red, and the shadows black. 

The picture of Foiano (1523) was a Virgin and child with saints 
and angels, and a predella containing incidents from the life of 
S. Martin. 

The ■ following Hat will comprise all the works of Sig- 
norelli seen by the authors in addition to those in the 
body of the narrative. 

Cortona — Co7npacjnia S. Niccold. High altar; with subjects on both 
sides, in oil. The body of Christ held up on the edge of the tomb 
by an angel, in exhibited by him to the adoration of several saints. 
S. Francis, on the loft, kneeling shows the stigmata. S. Dominick, 
kneeling likewise, is at S. Francis’ side, whilst, in rear of them, 
two saints stand. S. Jeroin is on. the right with three angels. The 
picture is a line and chastened one in Signorelli’s Umbrian 
manner, purely designed in comparison with other works. The flesh 
tones are yellowish, the high surface shadows strong and brown. 

The Virgin and child, between SS. Peter and Paul on the obverse, 
is a grand composition reminiscent of Fra Bartolommeo the infant 
more pleasing and amiable than usual. 

Some frescos in this church have lately been recovered from white- 
wash, but are ruined by retouching. They represent a tabernacle 
inclosing a Virgin, child, and saints; and are said, on the strength 
of old records, to have been painted by Signorelli without charge, 
because he was a meml)er of the brotherhood of S. Niccolb.^ 

^ The expenses incurred and the cords printed in Gualaudi. Ser. VI. 
date are preserved in original re- 30. 37 — 38. 

® See com. in Vas. (VI. 160 — 1). 
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Cortona— CMesa del Gesit.^ Conception of the Virgin, with six 
figures a»t euch side, Adam and. Eve in the distance a hard pic- 
ture of cold general tone and dark shadows. The nude is foehle, 
and the handling diy. The Nativity, the Virgin adoring the infant, 
S. Joseph on the opposite side, three angels above, singing, and 
the shepherds in background feeble. This and the following in the 
chiesa del Gesii show indeed the extensive use of assistant’s labour, 
and possibly the hand of Turpino Zaccagna. 

Cortona — Chiesa del Gesii. Panel, representing the Virgin and (diild, 
between S. Francis and a bishop in friar’s dress, reading, Ilruno 
and a saint with a tree in his hand (a half length of tlio Ettnuial 
in the upper part seems of a later date, and to ))e of tlio scliool). 
This is a dry, hard production, better on the whole than tlio two 
others in the Chiesa del CTesi’i; but the tone is low and dim, and 
some parts are scaled. 

Cortona. An ascension of the Virgin, formerly in the Pievc of 
Cortona,® is said to be in the hands of the heirs of fSignor Jnica 
Tonimasi. 

Cortona. Signor Carlo Tommasi has a small allegory of the 
Crowning of Plenty (five figures). In possession of the Indrs iif 
Signor Agostiiio Castellani in Cortona also is a half hmgtii of ►S. 
Stephen, and a small Nativity; the latter in tlie better luiiuner of 
Signorelli, the former careful, but less in the grand style. 

Borgo S. Sepolcro — Compagnia di S. Antonio Abate. <dmreh 

standard of this brotherhood by Signorelli represents on oni^ side a 
crucifixion, marked by the usual holdnoss of action and vigour 
of colour. The Saviour is not of a noble form however, but soim^- 
what mannered. The Virgin lies faint in tli<5 arms of the Marys. 
The distance is rich in episodes, Calvary ami the Passion, S. An- 
thony and S. Egidius are on the reverse side of the canvass, with 
the brethren of the company at their feet. 

Castifjlione Fiorentino (of old Arctino},-'* — Cuppella del Savramenlo. 
Here is a fresco of ^Christ taken from the cross, in tln^ broad 
manner, the composition a replicate of that in the pi<‘iure in (h»r- 
tona cathedral (11 figures). A piece has he.eii addiol, ;ippanmtly in 
the last century. Some of the high lights are gilt in tlu'. Pmbrian 
fashion. The sky is renewed. 

Ciiia di Gastello — Convent church of B. Cecilia, \'irgiu holds the 
infant, who crowns S. Cecilia on the left, bidiind wdiom nw. 8. 
Francis and a bishop. The Virgin’s face is tunuid to tlie right 
towards S. Cliiara, behind wdioni arc Autliony and Louis of 
Toulouse. SS. Catlicriuo and Margaret kneel in tlie fon‘groiiii<l, 
whilst between them, angels gather roses wlilch have fallen from 


^ Vasari :‘VI. 139). 
2 Vas. (VI. 139). 


8 Vasari (VI. l;il)). 
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the Virg'iu’s left hand. The composition is overcharged, and the 
tone generally hrown and dim. But the panel is injured by flay- 
ing; the Yirgin’s mantle is repainted anew, and the whole upper 
angle to the loft damaged. 

^I’he predella, in the interior of the convent, contains figures of SS. 
Margaret, John the J3aptist, Bernardino, Jerom, Lucy, and the arch- 
angel Michael. In this convent are also two pictiu'es of the school 
of Signorelli. 

Citla di Cetslello. Signor Mancini owns a Nativity, much bet- 
ter than the altarpiece of Montone previously described, signed 
on the frieze of a round temple. Luce de Cortona P. C.” 

This is a good picture in which the influence of Piero della 
Prancesca may he traced. The Virgin Icnoels in adoi*ation before 
the infant on the ground, with the shepherds on the left; and the 
attendant angels, in the eagerness with which they take part in 
the scene, recall the works of Filippino Lippi. A shepherd on a hill 
in the distance plays on a pipe, and a market is held near the 
temple in tlie background. The annunciation to the pastors in the 
landscape completes the composition. This may he the piece noticed 
by Vasari in S. Francesco of Citth di Gastello. • It is well pre- 
served, of a marked brown tone; and entitles fcJignorelli to be called 
the Caravaggio of his time. 

An Annunciation in the hands of the same proprietor is not hy 
Signorelli, bxit by Uapliael of Citt}\ di Gastello. 

Florence — Acad, of Fine Arts, Gal. des gr. Inhleaiix. No. 54. from 
S. Trinita of Cortona — in Signorelli’s grand manner — repre- 
senting tlie Virgin and child between the archangels Michael and 
Gabriel, and the sitting Augustin and Athanasius, with a 
Trinity in the upper space.* 

Florence — Acad, of Fbie Ai^ts. Galerie dc.9 anciens lahleaux. No. 6. 
Canvass, assigned to Andrea del Castagno. Christ crucified, with 
a kneeling Magdalen, and a deposition from the cross in the dis- 
tance. This, no doubt, was a church standard, by Signorelli. 

Floi'cnce — Academy of ArU. Galene des peiils tahlcaiix. No. 1 
A predella, with tlic Last supper, the Entrance into Jerusalem, and 
the Flagellation, boldly and freely handled. These scenes are not 
very pleasing. The neglect and colossal nature of the figures are 
peculiar to the master’s latest creations. 

Florence — UffizL No. 1291. A well preserved round of the Holy 
Family, all intent on the contents of a book read by the Virgin — 
in Signorelli’s broad forcible style. 


‘ Vasari (VI. 1.S8.) 
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Same Gallerij^ originally in S. Lucia of Montepnlciano. No. 1298. 
Predella, containing the Annunciation, Nativity, and Adoration oi 
the Magi — a fine original. 

Florence — Galleria Lombardi^ once belonging to the Albcrgotti fa- ' 
mily at Arezzo. A Virgin and child, ivith four angels above the 
group — a feeble production, so much below the mark of the mas- 
ter, that we might believe it executed by a pupil. 

Florence — Galleria TorrigianL No. 8. Magnificent life size portrait 
of a man in a red cap and vest, three quarters to the loft. It is 
described as a portrait of Signorelli himself, but seems to be that 
of a person of higher condition. It is very broadly modelled, a 
little grey in tone, and is one of Signorelli’s Florentine creations. 
An antique arch adorns a distance to the right. In front of it are 
two nude figures, one of which leans on a staff. The red cap is a^ 
little restored. 

Milan — Brei'a. No. 93. Round (wood). The Virgin, child, and 
angels, in Signorelli’s softer mood, as illustrated in the altarpiece 
of Arcevia. Finely and carefully drawn, and copiously ornamented 
with gold. 

AUenbitrg (in the Saxon Duchy of that name) — Tonm syiuHcum^ 
bequeathed by the late Herr von Lindenau. Five parts of a pre- 
deUa by Signorelli (wood), representing: No. Ill, Christ on the 
Mount; No. 112, the Flagellation; No. 113, the Crucifixion; No. 114, 
the Entombment; No. 115, the Resurrection. This i)redeUa is said 
to have been originally at La Fratta near Perugia. Tlu^ subjects 
are slightly but rapidly handled, in oil. 'Flic figures gcmerally 
are Herculean. The movement of the Christ in the UcsuiTcction 
is bold, as in the later works of Michael Angc.lo, and the sc.ourgcrs 
in the Flagellation are remarkable for the coarse energy of tludr 
action, and the vulgar development of muscular striiiigth. 

Same Gallery, Not numbered. Pour small panels, in the form of 
pointed niches, about one foot high, containing each a saint — SS. 
Bernardino, Louis of France, and two females of tlui Franciscan 
order. These are painted in oil, in the style of the foregoing, and 
were perhaps part of the same altarpiece. 

Paris — Louvre. No. 402. Predella, representing the Virgin’s 
birth. This is one of the best examples of Signorelli. 4’Uc compo- 
sition is fine; the figures are dignified without mannerism. 

Paris — Louvre, Musee Napoleon III. Ex-Oampana. No. 103. 
Adoration of the Magi, rude; said to have boon (see Catal. of Ex- 
Campana Collection anno 1S59) commissioned in 1482 for S. Agostino 
of Citti di Gastello. 
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Same Gallery, No. 164. Knee-piece (fragment), comprising seven 
life size figures. Less rude than the foregoing. But both give 
a slight idea of Signorelli’s talent. The reddish colour is poorly- 
handled. 

Paris — Louvre. No. 516, classed as “nameless”. Virgin reading, 
with the child on her lap. This injured production looks as if it 
might have issued from’ Signorelli’s shop. It is, however, feeble. 

Fien?ia — Belvedere Gallery. Seventh Room. No. 7. Nativity, half 
life size, transferred to canvass, and thereby somewhat injured. — 
Although we trace the stamp of Signorelli in tliis piece, it lacks 
the master’s own grandeur and power*. The figures are somewhat 
paltry in drawing and execution. 

London — Mr, Barkers Collection. A small and injured but genuine 
S. George and the Dragon, in Signorelli’s Michaelangelesque style. 

Same Collection. Two pilasters, on one of which are SS. Bernard, 
Onofrio, and Dorothy; on the other, SS. Bernard and Jerom, and 
the Angel and Tobit. Fine genuine works. 

London’- Lord Taunton (Ex-Stokc Park). Martyrdom of S. Ca- 
therine; a good example, full of life and animation, and with but a 
few and slight retouches. 

Scotland — Gleniyan^ Scat of Captain Stirling. Small panel of 
about 29 figures, representing the Pharisees’ feast; the Magdalen 
approaching the Saviour with the ointment, on the right; Martha, 
Mary, and curious bystanders, at the entrance. It is spirited 
and of Signorelli’s fine time; well composed, full of variety, ani- 
mation and nature, and, with the exception of a repainted figure 
at the end of the loft wing of the table, in fair preservation. 

Keir^ Seat of W. Stirling, Esq., M. P. No. 90 at the Manchester 
Exhibition. A genuine Pieti\ by Signorelli. 

Liverpool histitution. No. 26. Panel. Virgin seated, with the in- 
fant Christ in her arms — distance a landscape *— assigned to Cima 
da Conegliano, but by Signorelli, though not one of his best, and 
damaged. 

St. Petershm'g. Collection of H. I. H. the Grand Duchess Marie, 
widow of the Duke of Leuchtenberg (round, wood, figures half life 
size.) Nativity. The Virgin kneels, attended by an angel, near 
the Infant on the ground. S. Joseph descends some steps. The 
character is Signorelli’s, the composition and execution below his. 
This is a school work. 

The following noticed by Vasari are not forthcoming at this 
time: Arezzo. Standard for the company of S. Catherine (Vas. 
VI. 137) ; standard of the company of the S. Trinith (Ib.) ; altarpiece 
of S. Margarita (Ib. 144) ; frescos and an altarpiece in S. Agostino 
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(Ib.); altarpioce in cappella degli Accolti at S. Francesco represent- 
ing tlie Virgin and child, four saints, and two angels playing instru- 
ments, the patron and some of his relatives. The predella was filled 
with scenes from the life of S. Catherine (Ib.). — ^ oUerrer^ Altar- 
piece in S. Agostino (Ih. 138).; Monte S. Maria, a dead Christ (il)); 
Ciita di Castello S. Francesco, a Nativity, executed it is said in 
149G (Ib. ib. and Certini ap. annot. to Yas. VI. 138 and 167). — Cor- 
tona, Frescos in Vescovado (Ib. 139). — Lvcignano, S. Francesco, 
doors of a church press (Ib. 139); pictures at Montcpulciano (lb. 141). 

Signorelli was clearly not a man fitted to give an im- 
pulse to a school. His own skill was such that he 
merely required the simplest aid from his assistants ; 
and most of those, whose works have been preserved, 
proved themselves unworthy of being remembered. Maso 
Papacello, Francesco Signorelli, Turpino Zaccagna, and 
others, may therefore be compidscd in the following short 
notices. 

Vasari does not mention Papacello as a pupil of Signorelli. On 
the contrary, he calls him a disciple of GiuH«) R(.>niano jind liene- 
detto (error for Giamhattista) CaporalL* Tint Papaccdlo’s ro.niaiiung 
panels betray the influence of Signorelli. His real naiiio is Tominaso 
Barnabei. The earliest frescos, with which ho is connected, are those 
of Giulio Romano at R,ome, after the death of Rai)liaoI, and before 
the Mantuan period.® In these, it is natural that the assistant’s 
hand should not be discerned. We next sec Papacello, about 
1523 — 4, helping Giambattista Caporali at the villa of Cardinal Pas- 
serini near Cortona,® — but in a subordinate capacity, and leaving 
no trace of his own style. In 1524, we first find a genuine produc- 
tion from his hand — a Conception, in S. Maria del (b‘iloinaio near 
Cortona — in which there is a reminiscence of Signorelli, com- 
bined with raw chalky tones and leaden shadows.^^ Two other pic- 
tures of the same class — an Adoration of the Magi, and Annun- 
ciation, dated 1627 — are in the same church, and sufflee to cluu’ac- 
terize the low rate of Papacello’s talent.-'’ Ho finally settled at 
Perugia. Mariotti notices frescos commissioned of him at Cesi, in 


* Vas. VI. 145. 

® Vas. X. 96. 

® Vas. VI. 145. 

^ At the sides of the principal 
group are four iirophets , and two 
sitting saints in tlie foreground on 
the edge of which are busts of the 
patrons in profile— above, an Eter- 
nal and two ansrels. A uredclla re- 


presents the sacrifice of^thc mass. 
Inscribed: ‘‘Intacias XIT mris Va- 
nutiushcros. Baptista hoc snpj)lex 
pigere jussit opus. MOXXIUI.” 

® These pictures are all assiguod 
to Papacello on thtb autliority of 
records discovered by Piuucci (ap. 
finnot. to Vasari VI. 145—6). 
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tlie diocese of Spoleto, by the brethren of the cliurch of S. Maria.^ 
Vasari alludes to others in the fortress of Perugia and we learn 
from the will of Giambattista Caporali, dated July 27^^ 1553, that 
Maso was witness to that instrument.^ In the same year, a Tri- 
nity with Saints by him, was placed on an altar in S. Francesco 
of Perugia (now missing), ^ and in 1559 he died.^ 

Papacello’s was a kindred spirit, as regards manner and exetution, 
to that of Francesco Signorelli, a nephew of Luca,® who may 
have helped him to some extent in the Chiesa del Gesii at Cortona. 
His nearest api^roacli to the manner of “his uncle is in a some- 
what damaged round of the Virgin, child, and saints in the 
Palazzo del Coniune at Cortona, and in an Incredulity of S. Thomas 
(injured and feeble) in the choir of the Duomo. In the Monastery 
church of the Trinitt'i at Cortona, a picture is preserved of which 
it is doubtful whether it be by Francesco or by Don Bartolommeo 
della Gatta, The subject is, S. Michael weighing the souls, and 
S. Benedict at the side of a tomb, behind which the Virgin sits 
enthroned, in prayer, and stirrounded by angels. The long lean 
ligures are coloured with cold tones shadowed in bluish green. 
A Conception in the choir of S. Francesco at Gubbio, in the style 
of the foregoing, boars the signature: “Franciscus de Signorellis de 
Cortona pingebat”. The drawing is defective, the draperies arc 
festooned, the colour is dull and black in shadow; and the arrange- 
ment of the personages betrays an absence of perspective science. 
We may give to Francesco a church standard in the sacristy of the 
brotherhood of S. Giovanni dccoHato at Citti\ di Castello, under 
the name of Pinturiccliio, painted on both sides, and representing 
on one, John the Baptist, and episodes of his life in a distance, 
on the other the Baptism of ChristJ In the same character as the 
above, a Tiberius Gracchus, on a pedestal, killing a dragon with a 
lance, and incidental episodes in a landscape, No. 49. Gallery of 
Prince Esterhazy at Vienna — assigned to Pinturicchio. 

A Virgin and child between S. Sebastian and S. Roch, in S. M. 
del Calcinaio near Cortona, is said by local autliorities to have been 
by Antonio, a son of Luca Signorelli, but it is now not forthcoming.® 

Another workman of the school is one whose coarse Madonna and 
saints in the sacristy of S. Girolamo al Seminario in Citt5. di 
Castello is signed: “Hoc opus fecit Johes Bta 1492”. A prcdella 


1 Mariotti Lett. Pitt. ul). 
sii p. p, 239 note . . 

® Vas. XL 13, destroyed in 1818. 
® Mariotti. Lott. J^itt. ub. sup. 238. 
4 Ib. ib. 

® At Perugia — see copy of the 
register in Vas, VI. ii o t c t o p. 140. 

VOL. III. 


® (Ib.) See for Francesco, Manni’s 
Signorelli and excerpts in note to 
Vas. (VI. 148). 

Vermiglio li p. 79. gives this 
to Pinturicchio. 

® Pinuc ci . nb. sup. 

3 
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contains S. Jerom drawing the thorn from the lion’s paw, S. Jerom 
in prayer, and the Adoration of the Shepherds.* 

Tnrpino Zaccagna, the last of these subordinates,® is the author 
of a Burial and Ascension of the Yirgin in the choir of the Diiomo 
at Cortona, which, like one by Francesco Signorelli, is dark in 
outlines and shadow, and unprepossessing in every sense. 

The list of inferior school pieces may be closed as 
follows : 

Coriona — S, Francesco, choir. Nativity, roughly done in Signo- 
relli’s shop, by a pupil entrusted with the master’s design. Split in 
half, and the four shepherds repainted. The predella, which pro- 
bably once belonged to another picture, represents scenes from 
the life of S. Benedict. The handling is the same as that of the 
Nativity. 

Corlona — S. Francesco, choir. Virgin and child between SS. An- 
thony, Michael, Bernardino, and Bonaventura — longitudinally split 
in three places; also from Signorelli’s shop, and better than the 
immediately foregoing, 

Cortona — Spedale. A Circumcision in the apartments of the Ret- 
tore (19 figures), with some of the heads retouched, seems to have 
been by an assistant in Signorelli’s atelier. A predella, with scones 
from the legend of S. Anthony of Padua, in the same place, is better. 

Pacnano, province of Orvieto, ex-convent of S. Antonio. The 
most striking example of school-work is an altarpiece in the choir 
of the church at this place, representing the Virgin enthroned with 
the child, between SS. Michael, Lawrence, Anthony the Abbot, and 
Sebastian, erect; and SS. Francis and Antliony of Padua kneeling. 
Eight angels surround the Virgin. On the pilasters are the words: 
“Lucas Signorellis de Cortona pingebat”. The predella, which is 
now alone on the altar, comprises amongst others figures of SS. 
Bernardino, and Anthony. Were it not for the signature, the name of 
Signorelli would he out of the question. The types and forms, as 
well as the handling, coarse and feeble, and of the same kind as 
in the Papacello’s of S. M. del Calcinaio near Cortona.^ 

MUan — Brera, Galleria Oggiono. Predella, representing scenes 
from the life of S. Cristina. (The same as those iu the lost pro- 
della of the Madonna and saints, belonging to Signor Mancini at 
Cittk di Gastello.) We note the spirit of Signorelli without his power. 

Ireland — Marquis of Lothian. Panel, arched at top, representing 
the life-size SS. Peter and Stephen — mannered drawing, defective 


* See postea Gio. Bat. Caporali. s j^g|. purchased for 
® Vasari VI. 147. in comment. the gallery of Perugia. 
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forms, and heavy extremities. This is a rude tempera of Signorelli’s 
school. It is well preserved. 

Oxford — University Gallery, The following, presented by the Hon. 
W. Eox Strangways, are assigned to Luca Signorelli. Salutation, 
a small panel, by some Umbrian follower of Gentile da Fabriano. 
S. Paul, by the Ferrarese Marco Zoppo, a half length. Holy Family, 
round, feeble production of a painter later than Lorenzo di Credi, 
the colour and handling reminiscent of that of Pier’ di Cosimo. 

A few remarks, in conclusion, may be necessary to 
characterize two Nativities which claim, on account of 
their inscriptions, to be works of Luca Signorelli. 

Genoa — Al TerragiOi belonging to Dottore Ettore Costa. The Virgin 
adores the child. She is accompanied by Joseph, and attended by 
four angels. In the distance, the shepherds receive the message 
from heaven. On a cartellino , fast to a pilaster, are the words “Luce 
Opus”. Originally in oil on wood, and not free from restoring. 

Milan — Professor MolienL This also is a Nativity, with the Virgin, 
child, S. Joseph, and an angel, on wood in oil, and inscribed: 
“3501 Luce opus”. 

Signorelli generally signs ^^Luca Cortonensis or Co- 
ritius’^ The name is given without indication of coun- 
try on the two panels under examination. They are 
Umbrian, with a stamp of art related to that of Signo- 
rellis disciples, distantly reminiscent of Signorelli him- 
self in the character of the infant Christ, in the archi- 
tecture and landscape. But the technical handling and 
colour are different from those of the master; his power 
and style are alike wanting. They date from the year 
1501, at which period Signorelli was in his greatest 
vigour. They seem the creation of a third or fourth rate 
craftsman, who unfortunately bears the name of Luca, 
and is an Umbrian in manner, but who lacks even the 
share of grandeur which may be discerned in the least 
favoured of the assistants in Signorelli^s atelier. 
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CriAPTER IL 

DON BARTOLOMMEO. ‘ PECORI. SOGGl. 


Signorelli; we have said; was not gifted with the pcciilicar 
talent of a teacher; though he exercised a vast influence 
over painters of his own and succeeding times. Amongst 
cotemporaries there is none on whom he more surely im- 
pressed his style than on Don Bartolommeo della Gatta. 

This friar was older than Signorelli by many years and 
had entered the Camaldole convent of the Angeli at Flo- 
rence in the first half of the fifteenth century.^ He learnt 
miniature there; and attended to religious duties with satis- 
faction to the community and advantage to himself. Ills vel- 
lums were considered valuable; and a missal; into which ho 
introduced scenes from the Passioii; was found of sufficient 
beauty to warrant its presentation to Sixtus the h"'ourih,- 
A small abbey served by very few monks belonged to llie 
Camaldoles of Arezzo. It w’^as called Badia di S. Olc- 
mente; and was poorly endowed. Its walls were barC; and 
the choir was not enlivened by the sounds of an organ. 
Della Gatta was made abbot of this small fraternity and 


^ Vas. V. 44. A family of della 
G-atta existed at Florence. One of 
its members, a stationer called 
Francesco di Bartolommeo, re- 
gisters three sons in his income pa- 
per of 144*2. One of these sons, 
called Mattio, is described «as being 
then nine years of age ; and docs 
not reappear in the subsequent re- 
turns of his father. The commen- 
tators of Vasari believe in conse- 
quence that this Mattio became a 
monk under the name of Don Bar- 


I toloranico (see “Tavola alfabo- 
|tieadolle vito dogliartefici 
I doscritto da Giorgio Vasari” 
published separately; H". Florence. 
Lcinonnier. 18C4. art, “Jlartolom- 
meo.”) Vas. says that Don B. died 
in 1401 aged 83. But it is i)ro- 
hable that the date should be 1401, 
and in that case th e birth day 
of Don JDirtolominoo would 
li 0 in 1408. 


* Vas. V. 44. 
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justified the choice by covering the empty spaces with 
frescos ; and by the invention of an organ of pasteboard^ 
which yielded the truest and softest of tones. Not con- 
tent with adoiming the interior of his homO; he found 
occasion to eke out the poor sustenance of his brother- 
friars by taking commissions for altar-pieces ; and thus 
showed himself a benefactor of his order.^ 

It is not possible to assign dates to these events, nor 
are there means of ascertaining how della Gatta made 
the acquaintance of Signorelli and Perugino, though he 
might have met them at Arezzo, if it be true that they 
were both assistants to Piero della Francesca. It is 
enough to state that he did not owe his education in art 
to cither of them. Time has disposed of all his minia- 
tures; though some are ascribed to him of which the au- 
thenticity is a matter of dispute;^ but panels exist at 
Arezzo, from which we judge that, previous to visiting 
Koine, he had acquired a style of his own, in which pa- 
tience and carefulness are distinguishing characteristics. 
He is said to have begun painting on a large scale during 
the years which followed the outbreak of the plague at 
Arezzo (1468);^ and this is correct insofar that we possess 
two out of three panels representing the invocation of the 
plague saint, S. Koch, commissioned for religious houses 
in Arezzo; and that one of them, originally in the Brother- 
hood of mercy and now in the Town hall, bears the date 
of 1479. It presents to our view the square of the city, 
on which the tile coloured house of the Brotherhood of 
mercy is erected. Three grave-diggers at the foot of the 
door-steps stand on the particoloured marbles of the pave- 
ment, They have just returned from buiying some plague- 
stricken corpses. S. Koch is on the foreground, a thin 
slender figure in a gentle attitude, looking up bareheaded 
to heaven and his hands joined in prayer. A long staff 


1 V<as. V.49. 

* Tho choral hooks in the Cathe- 
dral of Lucca, and one of oldhc- 
longing^ to S. Kgidio now at the 
Magliahecoliiana in Florence, have 


hcon quoted as containing minia- 
tures assignable to Della Gatta ; but 
no one can certify to their genuine- 
ness (see annot. Vas. A^44— 5). 

3 Vas. Y. 45. 
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rests on the inner bend of his arm and supports his hat. 
He wears yellow buskins^ a green tunic, and ashen green 
mantle. The Virgin appears above the house between two 
angels in white vestments and resting on a cloud sup- 
ported by cherubs' heads. There is very little relief in 
the flat red tone, which pervades the dry surface of colour 
on the panel. There is gentleness in the aspect of the 
Virgiu and saint, an eel-like quickness of nootion in the 
angels — ■ reminiscent of the Lippi. The figures are slen- 
der; the drawing is a little mannered, but the execution 
is very careful, and proves that Don Bartolommeo was not 
as yet far advanced in his pictorial career.^ 

The second of these pieces represents the Saint in a 
kneeling posture, looking up, and the Eternal floating on 
the heavens supported by angels who throw plague-darts. 
It is apparently that which Vasari describes in S. Piero 
of Arezzo, being adorned in the distance with a view of 
that city. It conveys no other impression of Don Bartoloin- 
meo^s talent than the previous one, and seems to date from 
the same period.^ 

A third production of this time and quite in the abboPs 
manner may be found in a damaged lunetto-fresco of the 
Vision of S. Bernard above the outer portal of S. Bernardo 
of Arezzo.® 


^ Tliis picture is ijoticed by Vas. been tlie original in S. lUoro of 
(V. 46), It is on wood; and the Arezzo; which they cite as having* 
principal figure has the size of life, been transported to Oampriano 
At the feet of S. Rocli one reads: near Arezzo. They add that the li- 
“Tempore . spectabilium.virorum. gure of S.Roeli has been rei)aintcd 
rectorum . Guidi Antonii de Cama- and turned into a S. Martin. If this 
janis . Ser Baptiste Catenae! de be true we must boUevo that the 
Catenaciis . Tomasi Rinaldi de third IS. RocU seen by Vasari in the 
Cozaris . Ser Pauli Nicolai de Gal- Pieve of Arezzo at the altar of 
lis . Johannis Vincentii de Jndici- the Lippi is that described in the 
bus . Ser Baptiste Joliannis Colis. text. Wo must consequently as- 
Ser Pini Bemardi de Azzis Zacha- sume that the panels of S. Piero 
lie. Ser Johannis Baptiste de Lam- and of the Pieve were replicas, 
bertis . MCCCCLXXVIIir.” 

^ This is also in the Town-hall ® The Virgin appears (to the left) 
of Arezzo. The saint is of life- surrounded by angels. A stream 
size and wears a light blue tunic parts her from the kneeling S. Ber- 
and yellow socks. His form is bony nard (right), who interrupts his la- 
and raw. The commentators of hours at a desk to wonder at the vi- 
Vasari do not believe this to have sion. Two friars kneel in the centre 
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These, we should say, are all works of Don Bartolom- 
meo before his Roman journey, examples of a time 
when the habits of the miniaturist had not been cast 
aside, when the friar was free as yet from contact with 
Signorelli, and when he exerted himself to delineate 
forms of a delicate, slender, and not ungraceful appear- 
ance, without much relief by light and shade. They 
show a painter of a gentle turn, full of application and 
of patience, clever in details and in landscape, but with- 
out great powers, and essentially devoid of feeling as a 
colourist. A man of his sort was evidently fitted to 
act under masters of superior attainments. He would 
be ready to follow the instructions of any one who 
might wish to employ him, and he might afford in- 
valuable assistance to Signorelli and Perugino by his 
fitness for working out, with their orders, the minutios of 
landscape and of ornament. There is no reason indeed 
to doubt that Don Bartolommeo helped them in the 
Sixtine chapel. The absence of his pictures at Arezzo 
between 1479 to 1486 indicates the period of his stay at 
Rome. Vasari says ^^that he served at the Sixtine in com- 
pany with Signorelli and Perugino^ . . . and that he be- 
gan something in tho rooms of the Vatican.^^^ Of the 
latter nothing remains, but Della Gatta’s hand is apparent 
in Signorellfs fresco, and in Perugino's of the Delivery 
of the Keys. In the former wo should attribute to him a 
group of females and children in various postures in front 
of the sitting Moses, because they are too angular in 
drawing, unrefined in action and coarse in features for 
Signorelli, whilst the aged air and heavy inexpressive 
heads of the children are often repeated by the abbot. 
He may have helped Signorelli to better purpose in 


and fill the middle ground — a mea- 
dow stretching to the front of the 
picture. The distance is a rocky- 
landscape lighted from a pure sky. 
Two medallions above the lunette 
contain the Virgin and the angel 
annunciate. Parts of the fresco 
are gone and others are daily dis- 


appearing. There is no lack of 
feeling in the group of the Virgin 
and angels which, in character, 
is like that in the invocation o f S. 
Roch. A certain grace may be 
conceded to the slender figures. 

* Vas. V. 46. and VI, 40. 

2 Vas. VIII. 13. 



Chap. II. 


40 THE FIFTEENTH CENTURY. 

the landscape, gilding, and embroideries of his fresco. 
In such minor parts alone can we consider him to have 
aided Perugino, 

Della Gatta returned an altered man to Arezzo. His 
picture of 1486 in the Pieve di S. Giiiliano at Castiglione 
Fiorentino' proves that he had learnt to follow Luca's 
style, and also that he had studied the works of the Flo- 
rentines and Umbrians, who were in Sixtus the Fourth’s 
service at Rome. 

The life-sized Virgin, enthroned, is guarded by angels 
and seraphs. The infant Christ lies in her joined hands. 
At her sides S. Peter and S. Julian, S. Paul and S. 
Michael attend. A most careful handling distinguishes 
the whole piece; and the ornaments are so finished that 
they court the closest examination; the raw and reddish 
lights, the dark grey shadows are both hatched in one 
direction as in engravings, and are parted by a sharp lino 
of demarcation. A tenuous contour defines the parts 
with great precision, producing bony and angular forms. 
The coarse and, in some instances, aflectcd personages 
are clothed in draperies of hard and broken folds. The 
Virgin^s head is an overcharged imitation of those common 
to Signorelli, Botticelli and Filippino Lip])!. The limbs 
and extremities display a study and rendering of anatomy 
that betray the influence of Luca. Two children at the 
foot of the throne holding flowers rival in vulgarity those 
in the history of Moses at the Sixtine. 

In the predella, four scenes from the life of S. Julian 
are fairly composed of slender and animated figures, the 
small size of which no doubt conceals some usual defi- 
ciencies.^ 


* This altai’piece contains life- 
size figures and is painted on wood 
in oil, but on the tempera system 
of hatching. A vertical split divi- 
des it through the centre, and the 
surface is bleached and dirty. The 
back ground is gold. The S. Ju- 
lian kneels on the flowered fore- 
ground to the left, and the arch- 


I angel stands on the dragoti driving 
! a lauco into his jaws with alVoct- 
ed air on tho right. One I’oads on 
a border: “(h'istian <Ji Pi(jro di cc- 
cho inaFi scalcho da castigli'i*!© reti- 
noM...OLXXXVI.” Tho predella 
is in the sacristy oF tho chnptor- 
Iiousc. Yas. praises tho whole piece 
very highly (V. 48). i 
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Looking at this production as a whole , one sees that 
the original source from which its peculiarities arc derived 
is that of Piero della Francesca; but it is evident also 
that Della Gatta instead of improving has sunk irrevocably 
into the common; that he has exchanged the gentleness 
of the first period for some of the vehemence of Signorelli; 
Avithout gaining anything in strength. 

Other panels in the Pieve of S. Giuliano at Castel 
Florentine illustrate this change; and give a further 
insight into Don Bartolommeo's character. In the sacristy; 
a female of noble family is represented with an infant 
in armS; kneeling before an erect archangel Michael 
Avho tramples on the dragon. Grotesque and affected as 
the Saint appears; his shape and air still remind one of 
Signorelli; whilst the head of the lady is Peruginesque in 
form.^ But the handling of this and of two other pictures 
in the same edifice already points to the decline of Don 
Bartolommeo’s powers.^ 

At times he more exclusively reproduces the exaggerated 
force of his self-elected. model Luca; as one sees in the 
S. Francis receiving the Stigmata; which stands on an 
altar in the right transept of S. Francesco of Castiglione 
Fioi’entinO; and in a wasted. S. Jerom penitent; a fresco 
now in the chapter-house of the episcopal palace at Arezzo, 
In both he has chosen a rugged landscape as the scene 
of the action; studying from nature; one should think; a 
nook in the rocky and wooded wilderness; which still 
exists in the neighboui’hood of the monasteries of Vall- 
ombrosa andLa Vernia. The figures; however; only reveal 


' 1 A soutcheon at the feet of the 
female hears the anns of the Yis- 
conti; and the annotators of Vas. 
(last edition) state that the ladj is 
Teodora Visconti. A scroll on 
the picture contains the words: 
“Laurentia fecit fieri.” S. Michael, 
in armour, wears a white jacket 
over his breastplate. He gives a 
benediction with his loft hand. The 
colour is lighter than inprevious ex- 
amples, and the execution is feebler. 


Vasari mentions the- panel (V. 48). 

2 l.In sacristy a Virgin of Mercy; 
2. in the church, on the second al- 
tar to the right as you enter, a 
Virgin and child and angels, and 
in front SS. Stephen and Bartho- 
lomew. The first of these is much 
damaged, the second is all re- 
painted, hut is still reminiscent of 
Hon B. and shows a mixture of 
Peruginesque elements, with the 
more usual ones of his later style. 
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the intention of violent and rapid motion. They are hard, 
and wooden, low and grey in flesh tone, and shaded ab- 
ruptly with olive brown. ^ 

But it is useless to pretend to give a perfect sketch of 
Don Bartolommeo’s career, which closes in 1491 at Arezzo.* 
One picture in addition to those already mentioned may 
be assigned to him. It is an Assumption on the high- 
altar of S. Domenico at Cortona, very much injured by 
retouching, and perhaps finished by two hands. ^ The 
greater number of the frescos noticed by Vasari have 
perished or disappeared, and although some things may 
be found, and have indeed been described in these pages, 
recalling Signorelli, yet in the manner of the abbot, 
their value is hardly more than nominal.^ 


^ S. Piancis (life-size, on wood, in 
oil) is seen striding and looking up 
to tke vision of Christ crucified, 
whose loins only are shown. On 
the right foregrouud, a friar looks 
up. An owl perches on a tree at 
S. Prancis’ side. “The form, of the 
Saviour is moulded on the types of 
Signorelli. The drawing is broken 
as in the altarpiece of 1486. The 
drapery is wooden. The lights 
are hatched in one direction. Time 
has bleached the surface of the i 
picture and particularly the head . 
of S. Francis. , 

In the fresco which has been in- • 
Jured by time and repainting, and 
perhaps by its transfer from the 
Gozzari chapel in which it origi- 
nally stood to the chapter-house, 
two small episodes are given in the 
distance. The Saint is long, lean, 
and bony, and praised beyond mea- 
sure by Vas. (V. 46). The colour 
is dulled to a chocolate tinge. 

® Vasari gives the date of Della 
Gatta’s death 1461. The printer 
seems to have turned the third ci- 
pher upside down. (See Yas.V.53.) 

® The apostles about the tomb, 
look up to heaven, towards which 
the Virgin is taken in a double 
glory of cherubs and of angels 
playing instruments. Four of the 
latter with viols and harps kneel 


at her sides in graceful action. In 
the lower foreground, a Dominican 
nun and a Dominican friar are on 
their knees in prayer. The upper 
part of the picture is bettor tha’nthe 
lower. It is arranged and handled 
ill the spirit of Deya Gatta’s early 
pieces in the Town-hall and at S. 
Bernardo of Arezzo, and remi- 
niscent of them in the types, the 
drawing, and the drapery. It is, 
however, a later work with some- 
thing of Piero della Francesca and 
Signorelli’s manner, and insofar 
recalls the Virgin and child of Ca- 
stiglione Aretino. The lower part 
exhibits the hardness and rigidity 
• of vehement action of the later S. 

I Francis and vS‘. Jerom. No painter 
' is better entitled to the authorship 
[ than Delia Gatta and his assistants 
: — yctwe mustromomber that much 
I injury has been done by repainting. 

; A large piece in tbo upper curve of 
the Glory is iiew. 

j 4 The following has already 
I been noticed. (See Signorelli, and 
Francesco Signorelli.) Cortona, 
S. Trinita, Virgin, SS. Michael and 
Benedict. — Vasari notes the fol- 
lowing ( now absent) pieces — Fres- 
cos: Arezzo, S. Agostino, S. Do- 
nato, Badia S. Fiore, Vescovado, 
Duomo Vocchio, Carmine, S. Orsi- 
na, Murat e. Monto S, Savino (ta- 
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It would be unjust; however, to Della Gratta, to keep 
silence respecting the painters of Arezzo, who partly owed 
their education to his care, not because they reflect any 
lustre on his name, or tend to raise it in the estimation 
of posterity, but because they have left mementos of his 
teaching, and thus have furnished pages to the history of 
Vasari. 

Domenico Pecori was doubtless seldom heard of outside 
Arezzo. His pictures, as still shown there, are a fourth 
rate mixture of a manner taken through Della Gatta from 
Signorelli and Perugino.^ Looking at his Adoration of 
the Virgin in the sacristy of the Pieve, and considering 
the pretty way, in which the infant Christ is held on the 
Virgin^s lap, as she looks down from a glory of cherubs 
to four Saints in a portico, one fancies that he stu- 
died under the abbot of S. Clemente before his journey 
to Rome.® A Virgin of Mercy in S. Maria della Pieve is 
remarkable for confused composition and the monotony 
of its pallid colour. Dry and defective drawing and 
want of relief repel the spectator, who secs the younger 
Spinelli’s faults carried on to the sixteenth centui*y.^ It 
is no wonder that the designs of such a man, when trans- 
ferred to the glass windows of the chapel in the Episco- 
pal palace should be abused, and that Stagio, Pecori’s 
partner, should afterwards have preferred the talents of 
William of Marseilles."* Nor is it matter for surprise that 


bemaclo) . Borgo S. Sepolcro.— Pa- 
nel. Arezzo, B. Piero. The angel Ra- 
phael and the bcato Philip of Pia- 
cenza (? Faenza) signed: “Beatns 
...148...'' —(Sec Vas.V.44— 9). 

1 Pecori is not otherwise men- 
tioned by Vas. (V. 61) than as a 
pupil of Della Gatta. 

2 Originally in S. Antonio and 
mentionedby Vasari (V. 51), a dark 
picture, perhaps dimmed by res- 
toring. The saints on the marble 
floor of the portico are 88. Satiro, 
Lorentino, Pergentino and Donato. 
The Virgin’s hands are joined in 
prayer, 


® The Eternal, between two an- 
gels, launches his arrows, which 
are supposed to be intercepted by 
the Virgin’s mantle. Under its 
folds , as they are looped back by 
two angels, kneel the males to the 
right under the guard of a cano- 
nized bishop with a dragon at 
his feet, the females to the left 
under that of S. Mark. The panel 
is painted in oil, the composition, 
a reproduction of Parri Spinelli’s. 
Vasari says, Pecori was helped by 
a Spaniard in the completion of 
the work. (See Vas. V. 61. 2.) 

^ Vas. V. 53 and VIIT. 100 — 1, 
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Pecori should seek assistance from a draughtsman of more 
experience than himself in the circumcision of S. Agostino. 
The mere fact that an artist engaged on a subject involv- 
ing architectural detail should employ another to line 
out the perspective of an interior^ is indeed no proof of 
his want of ability; but this ambitious work of Pecori 
contains a large assemblage of people placed at random 
on a sloping plane in advance of an altar, on which the 
infant lies and behind which Simeon stands. No attempt 
is made to compensate the defects of linear perspective 
by atmosphere. Chiaroscuro is all but absent. The paltry 
personages that should animate the scene are drawn with 
wiry outlines, betraying insufficient study of the nude; 
and their affected airs remind one of the Peruginesque 
style in the inferior productions of Tiberio d'Assisi. The 
flesh is of a grey-brown colour with slight high surface 
shadows; and tasteless ornament covers the arches and 
panelled ceiling of the temple, in which the ceremony 
is performed.^ 

The person who is said to have done the perspective 
for Pecori is Niccolo Soggi, his friend and contemi)orary;^ 
the same who afterwards painted for him a Virgin of 
Mercy attached to a baldaquin belonging to the brother- 
hood of Arezzo. This baldaquin was burnt in S. Francesco 
during a sacred play in which paradise was represented. 
The lights set fire to the hangings, and a friar who sat 
as the Eternal was burnt to death together with sixty six 
of the congregation.^ 

One is led naturally to inquire whether Soggi who 
afforded such frequent assistance to Pecori, was not the 
person to whom the latter owed the Poruginesquo in his 
manner; for Vasari states that Soggi was Porugino’s pupil 

These windows were put in about 2 

1513. 3 This event reminds us of 0110 

* This picture is noticed by Va- that lately took place in South 
sari (V. 52. and X. 211). It was America. It occurred on the 29^‘* 
commissioned for the Comp agnia of Sept. 1550. (Sec annnot. 
della Trinitli at Arezzo (ib. ib.). Vas. V. 03.) 
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at Florence.^ Without entering at any length into this 
question; it is sufficient to remark that Soggi has 
a local Aretine stamp and something of the Umbrian of 
PeruginO; but that his talent does not justify Vasari 
in saying that; after Raphael no one was more stu- 
dious or diligent than he.^^ ^ Soggi is indeed but little 
superior to Pecori , and only preserves the humble 
cento of Signorelli and Perugino handed down by Don 
Bartolommeo della Gatta. His life is of use however in 
conjunction with Pecori’s, because it contains authentic 
dates and certified factS; and we thus become acquain- 
ted with the time when both laboured. He was bom 
at Arezzo in 1480;^ but was taken at an early age 
to Florence; where he studied in the Medici Garden.'* 
After giving some proofs of his skill there he was 
sent by his father (c. 1512) to Rome under the patron- 
age of the Cardinal di MontO; for whom he furnished 
arms and pictures with varying success.^ He was for a 
long time secure of the prelates' interest; and accompanied 
him to Arezzo ; settling there and doing much for the 
churches and companies of the town. ^ The same interest 
no doubt insured him commissions (1522) from Baldo 
Magini; a chamberlain of Pope Julius the Second, who 
had undertaken works of some importance in the church 
of the Madonna delle Carcero at Prato. There he had 
the audacity to measure himself against Andrea del Sarto, 
offering to wager any sum he could beat him at any picture. 
Andrea contemptuously I'otorted: — he would back his boy 
Puligo to do better.*^ The favour of Baldo Magini was 
however proof against these taunts, and Soggi remained 


1 Vas. X. 200. 

2 Vas. X. 209. 

3 This date is derived from the 
income-return of 1480—1 made by 
Donato di Jacopo Sof?{^i at Flo- 
rence. Niccolb is ref 5 'istorc<l in it 
as one year old. (^Sec 'rav. Al- 
fa h. Ill), sup.) 

^ Vas. YU. 205, 


® The arms of Leo the X^^ were 
placed ])y him on the front of the 
cardinal’s palace, and lie finished 
a 8. Praxedis martyr and a holy 
family which have since been lost. 
(Vas. X. 210—11.) 

« 11). X. 210—11. 

Vas. X. 213 and com. 221 and 
VIII. 283. 
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at Prato until he had finished an altar-piece^ and a portrait 
of his patron. On his return to Florence he encountered a 
lively opposition from the friends of Andrea del Sarto.^ The 
quality which had recommended him to Pecori at Arezzo 
made him useful for a time in the capital , and he traced 
the perspective of an Annunciation for Giovanni Fran- 
cesco Rustici;^ but he could not long withstand the rivalry 
of numerous and better masters than himself^ and after 
1527 he lived chiefly at Arezzo, where he painted frescos 
in the Compagnia della Nunziata/ in the convent of the 
Murate® in S. Benedetto/ besides canvasses and panels for 
other places; and the comedy of the Intronati, performed 
at Arezzo in 1634 before Alexander de^ Medici, was given 
with his decorations.^ His fortunes seriously declined as 
he grew older, and he travelled to Milan about 1546, anti- 
cipating sustenance or employment from his own pupil 
Giuntalodi. His hopes were necessarily frustrated, be- 
cause Giuntalodi, who would never have made a fortune 
out of the art communicated to him by Soggi, was then 
established as an architect, and refused to do more than 
assist his old master with a small sum of money.^ Soggi 
therefore resumed his wanderings, went to Rome again 
at the elevation of Julius the Third in 1560, received com- 
missions from the Pope and returned the following year to 
Arezzo to die and receive a decent bui'ial in S. Domenico.® 
Amongst the pictures completed during Soggi's first stay 
in Arezzo, the Nativity, originally at the Madonna delle 


^ Tlie altarpiece was ordered in 
Augnst 1522 ; and the contract for 
it is inGrixastrs com. (Vas.X.243). 
It adorned a tabernacle by Antonio 
da S. Gallo, in the Madonna delle 
Carcere, but has since disappeared. 

2 Vas. X. 214. 

3 Ib. xn. 4. 

^ The frescos of theNunziata at 
Arezzo are under whitewash. The 
date of their execution is about 
1527 — 30, as Vasari says they were 
in hand when Lappoli and Rosso 
came to Arezzo from Rome and 
when the latter precipitately left 


Arezzo in 1530. (See Vas. IX. 75. 
X. 204 and 215.) 

^ The fresco of the Murato is 
said to represent the Pietf\ (Vas. 
X. 215) and is invisible to all but 
the nuns themselves on account of 
the claiisura. 

3 Vas. X. 21G. Those frescos 
have perished. 

7 Vas. X. 204. 

3 Vas. X. 218, Guasti defends 
Giuntalodi from the charge of in- 
gratitude towards Soggi with suc- 
cess. (See his Comm. Vas. X. 231.) 

3 Vas. X. 218. 19. 
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Lagrime; now in the SS. Annunziata at Arezzo may be 
singled out as the most praised by Vasari.^ It is dated 
1522; and represents the infant Christ leaning on a cushion 
in the centre of the foreground between the kneeling 
Virgin and S. Joseph; whilst three angels sing from 
a long scroll in the sky. Two shepherds; whose heads 
seem to bo portraits; -stand to the left behind the Virgin; 
and a third bowS; with his arms crossed and one knee 
on the ground, in an attitude of great humility. The 
most remarkable feature is an effect of light- like 
those of Hondthorst; with a low red monotonous colour 
unrelieved by strong shadow. The Umbrian character in 
the angels and kneeling shepherd does not extend to the 
other figures; of which the types and angular forms, as 
well as the straight and broken drapery, seem inspired 
from the older manner of Piero della Francesca. Careful 
and patient handling is naturally allied to want of atmo- 
sphere.^ 

A nearer relation to Perugino may be discerned in the 
damaged remnants of a fresco of the Virgin, child, and 
Saints in S. Francesco of Arezzo; but the local style 
of Della Gatta and Pecori is still apparent in the mecha- 
nical drawing of the long and ungraceful figures.^ 

In the Duomo at Prato, Soggi was spurred to greater 
exertion. He painted the likeness of Baldo Magini, erect 
under an arch, with more natural colour and better relief 
than usual. He produced something broader and better 
in every sense than at Arezzo,^ but admitting this 


1 Ib. IX. 74. X. 212. 

2 This picture is mentionocl hj 
Vas. 212. and IX. 74. It l)ears an 
inscription as follows: “Franc®: D. 
Ricciardis F. C. A. MDXXII.” A 
recent cleaning has injured the 
surface. 

® Bits of the outline of the Virgin 
and child together with the con- 
tours of a kneeling Baptist and an 
erect friar on the left j and throe 
angels singing from a long scroll, 


in the sky, the saints on the right, 
are obliterated. Vas. (X. 211) no- 
tices this work, which seems to 
have been prepared as usual with 
verde, and hatched, and to have 
been sxibsequently varnished. 

♦ The sky is visible through the 
arch. The figure holds in one hand 
a model of a church to which it 
points with the right. On a stone to 
the right is a bas-relief of a fight. 
Wood — oil. 
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it is Still improbable that be should be the author of an 
Annunciation dated 1523 (or 6) in the Hospital of S. Boni- 
facio at Florence. It suggests the name of Sogliani rather 
than that of Soggi/ whereas the Virgin and child between 
two saints and angels at the Pitti really docs betray 
Perugian character (ex gr. of Manni), in the angels, and 
a relation to the style of Pecori.^ 

The following list classifies under one head some unim- 
portant pieces at Arezzo, which bear the impress of Soggi 
and of Pecori. 

Arezzo — S. Domenico^ chapel to the rear of the choir. S. Mary 
Magdalen between two females of the Doiiiinicaii order in a land- 
scape-distance — wood — much injured. The Hgurcs are paltry, and 
reminiscent of those in the Virgin and saints hy Tccori in the 
j:3acristy of the Pieve. 

Same church. Lunette, above outer portal. Virgin and child and 
seraphs, S. Dominick and another saint. Same class as the fore- 
going. 

Arezzo — S, iMichelej cloister of old Jladia S. Piorc, and now a 
public school. The lunettes above the doors contain frescos: 1. Virgin 
and child and two 'angels; 2. two saints; vl. the Saviour blessing. 
These and other hits are executed with some Perugiues(iue feeling; 
the manner being local, and akin to that of Pecori and hioggi. AVo 
know of the latter that he painted in this place a Christ on the 
Mount which has perished (Vas. X. 215). 

Arezzo — Buomo. A number of altar-pieces hang in a passage 
leading from the Duomo to the Episcopal Palace. Amongst them 
is one of many figures (saints and angels), commissioned it is said, 
on Vasari’s authority (Vas. V. 52), by one Donato Marinclli, and 
finished, with the assistance of Capaniia of ^Sumna, by Pecori. This 
may truly be the picture described by Vasari, who restored the altar 
on which it stood (see note 5 to Vas. V. 52) ; but there is no proof 
of its genuineness. 


Vasari justly doubts the genuine*- 
ness of a^Trginand child between. 
SS. Peter and Jerome formerly on 
the high altar of the child of the 
Cappuccini, now in kS. Piero martire 
at Prato. It is a very rough pro- 
duction. (Vas. X. 213,-14:.) 

^ On the pedestal of the desk 
one reads : 


“A D. M. orate pro pictorc. 

. . . OOOCCXXm. . (See 
Vas. X. 209.) 

2 Pitti. Gal. No. 77. ^riie figures 
are paltry, tlic child heavy, with a 
large head. 'I’lui general tone is 
reddish, which may, howciver, be 
due to restoring. 



Chap. II. DON BARTOLOMMEO. PECORI. SOGGl. 


49 


Arezzo — S, Agostino, An altarpioce of the Virgin and child en- 
throned, in a niche in this church, might he considered more in 
Pecori’s manner, as ex. gr. in the ornaments; hut the surface is 
much repainted. A hishop, and a S. M. Magdalen in the choir, re- 
painted likewise, seem to have been part of this picture. 


The following works hy Pecori are said to exist: — Campriano, 
outside Arezzo; Virgin and child; SS. Sebastian and Fabian, des- 
cribed by Vas. (V. 51) as in S. Piero of Arezzo; Badia S. Fiore at 
Arezzo, garden, damaged Noli me tangore, the chapel containing 
it being now used by a gardener for his tools (Vas. V. 52. and note 
4. ib.) ; S. Margarita of Arezzo, Annunciation (Vas. X. 201). — The 
following works have perished: Fresco in S. Giustino of Arezzo 
(Vas. V. 51); panels and canvasses at Sargiano (Vas. V. 51); 
Arezzo, S. M. Maddalena; standard; Arezzo Pieve, S. AppoUonia 
(ib. ib.). 

The following works, by Soggi, are said to exist: Monte Sanso- 
vino, Compagnia di S. M. della Neve — Incident from the legend 
of the Madonna of that name (Vas. X. 212); same place, altar of 
Madonna delle Vertighe, Virgin, Christ, and two saints (ib. ib. 218); 
Marciana in Valdicchiana, fresco (ib. ib. 212—216); Sargiano, Zoc- 
coli, Assumption and Gift of the Girdle (ib. ib. 215), The following 
are lost: Arezzo, S. Agostino, Virgin of Morey, fresco, and S. Roch 
do. (Vas. X, 211—12). 
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CHAPTER III. 

DOMENICO DI BARTOLO AND THE SIENNESE OF 
THE CENITRY. 


To one acquainted with the civil commotions which 
marked the decline of the Siennese republic during the 
fifteenth century; the absence of eminence in professors 
of painting will appear neither strange nor unexpected. 
Repeated changes; accompanied by violence; a constant 
renewal of govenaments in which the ambition of a few 
men invariably sought satisfaction at the expense of the 
masses, were necessarily productive of debility and languor. 
The historian of Sienna consequently, follows the for- 
tunes of poor limners who laboured under the double 
disadvantage of hereditai’y errors, and a social dis- 
location unfavourable to their pursuits.^ Yet their weak- 
ness did not preclude the exei’cise of a wide spread in- 
fluence; and the close relation of Taddeo Rartoli to the 
chiefs of the Gubbian school was maintained after him 
by Domenico di Bartolo. It is difficult, indeed, to name 
a master, a picture, in the northernmost parts of the land 
bordering the Adriatic, that is not impressed with Siennese 
defects or peculiarities. The Boccati of Oainei'ino, Matteo 
of Gualdo, even Bonfigli of Perugia display them; and 
the only . exception is to bo found in the great Umbro- 
Florentines, Piero della Francesca, Signorelli, Giovanni 


1 Riimohr, speaking of tlio Sien- 
nese painters from 1430 to 1500, 
says he neglects them, partly.be- 
cause Della Valle and Lanw liave 
described them minutely, but chief- 
ly because he professes to deal 


with the dovclopinout of art, not 
with its diseased forms . (Forsch. 
IT. note to p. 313). Yet these “dis- 
ea.se d forms’’ had an iufJuonee on 
the developmeui of Italian art. 
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Santi; and Melozzo; whose equal Sienna did not boast of 
at the time, and was not destined to boast of in the 
sequel. 

The period filled by the Domenicos, Vecchiettas, Sas- 
settas, and their satellites, was one of retrogression, pre- 
paratory to the final absorption of the Siennese into the 
Perugian school. It is a period interesting chiefly to 
those who seek to fathom the causes or note the results 
of a transfusion of elements from an expiring and worn 
out body artistic into another nascent and growing. That 
the Siennese school did not produce a class equivalent to 
that which in Florence comprised Brunelleschi, Ghiberti, 
Donato, and Paolo Uccelli, that it remained without a 
Mantegna, or Piero della Francesca, was, no doubt, fatal 
to its further existence. For the religious spirit of the 
older time had passed away, there as elsewhere; and 
men, whose aim might have been the combination of 
scientific and pictorial principles, could alone have suc- 
ceeded in imparting a new life to an enfeebled and decay- 
ing frame. 

The painters, who illustrate this last phase of Siennese 
art, are numerous and prolific. At their head stands 
Domenico Bartoli Ghezzi of Asciano, with Vecchietta, 
Francesco di Giorgio, Benvenuto di Giovanni, Girolamo 
di Benvenuto, Matteo da Sienna, and Cozzarelli in sup- 
port. They held a position in Sienna resembling that of 
the Florentines from Brunelleschi to Ghirlandaio's time; 
but, unlike them, they contentedly and leisurely followed 
ancient models of Siennese composition, as if repelled by 
the mere suggestion of innovation. They did not attempt 
to infixse any new character into their ill-favoured imper- 
sonations. Their figures embodied errors similar to those 
of Taddeo Bartoli, without exhibiting the energy or 
earnestness which occasionally raised him above those 
less gifted than himself. They were, as colourists, in- 
ferior to the earlier men of their school, null in the 
science of light and shade. 

By their side stood another branch, with Sassetta as 

4 ,^ 
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root, Sano di Pietro as leader, and a ruck of men 
of less mark behind them. These clung, not merely to 
the old system of composition, form, and drapery, but 
to the old methods of tempera, modelling their style, ac- 
cording to their ability, on the antiquated one of Ugo- 
lino and Segna. 

Domenico di Bartolo was born at Asciano in the early 
part of the fifteenth century, and was free of the guild 
of Sienna in 1428.^ The sphere of his activity is limited 
by that date and 1444, after which time his name has 
not been discovered in records. His productions justify 
in part the criticisms of Vasari, who assigns them to 
one taught in the school of Taddeo Bartoli.^ His man- 
ner is Umbro-Siennese, deficient in order and balance, in 
repose and purpose, unadorned with any of the charms 
of perspective, unattractive because of the weakness 
and rigidity of figmes attired in tasteless dress, be- 
cause of the rare presence of pleasing types, and the 
monotony consequent on a shadowless reddish brown tone 
of dim texture. In this respect, his earliest and his 
latest efforts are consistently the same. In a panel, of 
1433, at the Academy of Sienna, inscribed with the name 
of ^‘Dominicus^^ alone, in which the Virgin sits on the 
ground amidst angels, and holds the infant on her knee, 
the principal group hardly differs from that of a mother 
with her child in the less sacred subject of the Marriage 
of a Foundling at the Spedale/*^ In both pieces, the heads 
overweigh the slender necks and frames; a meaningless 
grimace overspreads the faces; but in the foi’mer a lus- 
trous reddish tone colours the entire surface of the panel. 

The Siennese themselves seemed to attaeh loss value to 
the pictorial works of this time, than to those of archi- 


* Proof of liis birth at Asciano 
is afforded by a contract in the 
Siennese arch. (Doc Sen. 11. 172.) 
which shows that Vasari (II. 223) 
errs in calling him Taddeo Bartoli’s 
nejphew. 

^ Yasari II. 223, 


^ No. 138. Sienna academy; in- 
scribed: “Oh deciis 0 si)otios o 
Stella sui)remi etoriH exaudi niisc- 
ros faiunlosquo do pro cantos. Do- 
miuicus Domini matrom to pinxit 
et oral anno. MCOUCXXXIIL” 
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tecture or sculpture. Domenico di Bartolo, though casu- 
ally employed; was little known or considered by his co- 
temporaries; and never rose to great notoriety. A short 
time after the Emperor Sigismund had visited Sienna, on 
the way to his coronation at Rome, the council of the 
Duomo proposed to found a memorial of the event. The 
pavement of coloured marble in the cathedral, which had 
been in progress since 1369, still remained unfinished, and 
a suggestion that ^^the Csesar^s Majesty should be re- 
presented there, in company of his chief ministers, met 
with approval. Unhappily, the features of the Kaiser had 
not been authentically preserved, and though fancy por- 
traits of ministers might appear a tolerable liberty, an 
ideal of the Emperor, who but two years before had 
triumphantly shown himself to the Siennese, might have 
been ridiculed. The council of the Duomo was informed 
in this emergency that ^^one Domenico (di Baiiolo) was 
owner of ^^a statue or design in which a resemblance 
to the :£ace of the Csesar’e Majesty might be traced, and 
accordingly purchased it, together with the incongruous 
addition of a S. John and a font, ordering the artist at 
the same time (1434) to prepare a sketch for the group 
of the Emperor.^ This commission led to others ; and, at 
intervals between 1435 and 1439, Domenico painted the 
whole sacristy of the Duomo with scenes from the lives 
of SS. Ansano, Vittorio, and Savino,^ and in 1437 an 
altarpiece for S. Agostino of Asciano.^ By a curious 
coincidence, a picture hangs to this day in the church 
of this name, which might claim to be that contracted 
for by Domenico.^ The Virgin is enthroned between 
four standing saints, and above, the Eternal gives his 
benediction, whilst the Virgin and angel annunciate 


^ A proposal for this purchase, 
(Oct. 30. 1434) an order for it (Nov. 
13). and payment for the design, 
are in Doc- Sen. 11. 161. 2, 

2 Ib. II. 172. Della Valle Lett. 
San.n. 197. A fire destroyed these 
frescos in the sixteenth century. 


3 Doc. Sen. II. 172. It is from 
this contract that we learn the real 
name of the painter, which is Do- 
menico Bartoli Ghezzi di Asciano. 

4 The central Virgin is on the 
high altar, the rest of the picture 
on an altar to the right as you en- 
ter S. Agostino. 
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lill spaces at his sides. Scenes from the life of S. Ca- 
therine are enclosed in the small frames of a predella, in 
the centre of which the Saviour is crucified. The broken 
and angular draperies are full of superfluous folds. The 
Virgin sits on her throne with the languid grace of the 
Umbrian school. The angel annunciate moves with the 
liveliness to which we become accustomed in Vecchietta; 
and there is an effort at foreshortening in the Eternal. 
The colour; of an uncommon lustrO; seems to disclose a 
change in the old system of tempera.^ It is a work of 
a better class than the authentic Virgin and saints of 
1438 at Perugia; and some difficulties arise in the attempt 
to ascribe both to one hand.- The Perugian altarpiecC; 
with the usual profusion of triangular gables; and a pro- 
della in five parts, is inscribed with the painter^s name; 
dated 1438, and is usually invisible in consequence of the 
papal clausiiray which isolates from the world the nuns 
of the convent of Sta. Giuliana, As compositions, the 
predella scenes, illustrating the life and martyrdoijgL of the 
Baptist; are in better balance than the principal group of 
the Virgin, child, and kneeling patroness; but the lean 
coarseness of males, and affected daintiness and tasteless 
dress of females; the wiry serpentine locks of the Benedict, 
or the frizzled hair of the Giuliana; the broken draperies 
generally, are not more natural or attractive than the low- 
toned flatness of the ruddy raw colour. Yet, such a picture 
as this in such a place repays attention.® It is the pro- 


^ Tlie panels at Asciano are not 
unlike those by Vecclxietta forming 
the presses in the Spedale at Sien- 
na. (See postea.) 

* This is not the only production 
to be noticed at Asciano, An as- 
cension by Giovanni di Paolo hangs 
in a dark place in the Duomo above 
the door leading into the sacristy. 
Two saints, S. Michael and another 
have been attached to the sides of 
the ascension, and in spite of dim 
colour or damaged surface, they 
reveal the manner apparent in the 


picture of S. Agostiuo above men- 
tioned. 

® The whole of this altarpioco 
comprises: the Virgin, child and 
kneeling donatrix, botwcou SS. 
John the Baptist (pointing at Mary 
with his lirst and iifth linger) and 
Benedict (right), SS. Oinliana and 
Bernard (loft). The Eternal gives 
a blessing in the central upper 
gable. The angel and Virgin an- 
nunciate occupy the gables at his 
sideS) and right and left of these 
are SS. Paul and Peter. In the pro- 
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duction of a pure Siennese in an Umbrian city, destined 
to be the cradle of a reviving art. It offers occasion for 
comparison with other creations of the time; and proves 
that Giovanni Boccati, whose panel of 1447 is hard by 
in S. Domenico, was educated on the same principles, and 
struggled with similar defects. The Siennese school was, 
no doubt, superior generally to that of Umbria and the 
Marches up to this time. Still, it is not easy to deter- 
mine whether Domenico shed an influence on the Boccati, 
or whether the converse proposition would hold good. 
Gentile da Fabriano had already interposed both at Si- 
enna and in Umbria. If, however, Sienna now ceased to 
wield supremacy over the neighbouring country; the ef- 
fect was as yet hardly perceptible; and this is equally 
true at Camerino, east of the Appennine, and at Foligno, 
west of that chain, where local art was modified by the 
presence of Benozzo Gozzoli. 

But Domenico^s Perugian Madonna seems not a solitary 
Siennese example of its time at a distance from Sienna. 
The Priory of S. Giovanni Evangelista at Borgo S. Se- 
polcro, the inmates of which have parted with the Bap- 
tism of Piero della Francesca^^ still shelters the remains 
of an altarpiece, of which that episode was the centre, 
reminiscent of the Virgin and saints at S. Agostino of 
Asciano. An improvement upon the style of that piece 
may be conceded, but the SS. Peter and Paul combine 
the feebleness of figure, overweight of head, and peculiar 
draperies, which have been described as characteristic of 


della (left to right) are: 1. S. John’s 
departure to the desert; 2. his ser- 
mon ; 3. his execution and the dance 
of the daughter of Herodias; 4 the 
interview with Herod; and 5. the 
Baptism of Christ. On a scroll at 
the Virgin’s feet are the words: 
“Dominicus Bartoli de Senis me 
pinxit,” on a border below: “Hoc 
opus fecit fieri Domina Antonia fi- 
liaPrancisci de DomoBucholis, ab- 
batissa is tins monasterii in hanno 
M.CCCCXXXVIIIdemen8isMaii.” 


The colour is abraded and dimmed 
by time. Since the foregoing was 
written the altarpiece has found a 
place in the Galleria Comunale.* 

1 This Baptism, is painted m 
tempera and not in oil as we, in 
error, stated. See Vol. II. Piero 
della Prancesca, p. 54:1 and foil. 
The observations made as to Piero’s 
use of oil medium are however cor- 
rect and apply to other pieces pro- 
duced by him on the new system. 
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Domenico. The angel and Virgin annunciate are stamped 
in his mould likewise; and Vecchietta’s creations are re- 
called to mind in each case. A predella, comprising the 
crucifixion and four scenes from the life of the Saptist, 
exhibit the essential liveliness and animation, the vehe- 
mence and grimace of the Siennese school. Certain 
types assume a family likeness to those of Piero della 
Francesca, whose Umbrian tendency they might explain 
and illustrate. The drawing is minute and precise, but 
the colour resembles that of the Asciano pictures.* Were 
it even recorded that this was the fruit of Domenico’s 
labour, his stay at Boi’go S. Sepolcro would still be un- 
certain. Yet a ruined fresco in a tabernacle at the cor- 
ner of the Via di Mezzo seems to prove the presence at 
least of the artist who painted the greater part of the 
panels in S. Giovanni Evangelista.^ 

Domenico devoted five consecutive years (1435—40) to 
the lost decorations of the sacristy in the Sienna Duomo,® 
completing in the interval the orders for Asciano and 
Perugia. No knowledge is attainable respecting his oc- 
cupations during 1440—2. In the middle of 1444, he had 
finished seven subjects on the walls of the Pellegrinaio 
in the Spedale di S. M. della Scala at Sienna: a 
sick ward; alms-giving; marriage of the foundlings of 
the establishment; the Pope's indulgence for enlarging 
the hospital; the building of the annexes, and a Virgin of 


* The altarpicce described in the 
text remains , minus its centre , in 
the sacristy of S. GiovanniEvange- 
lista. S. Paul and S. Peter stand 
under a niche fringed with a leaf 
ornament in gilt relief, above which 
the pinnacles are filled with rounds 
inclosing the angel and Virgin an- 
nunciate. Three saints of not im- 
pleasant aspect stand above each 
other in pilasters at the flanks. In 
the predella are: the Birth and 
Sermon of the Baptist on one side 
of the Crucifixion, the Imprison- 
ment and Martyrdom of the precur- 
sor on the other. The heads of the 
principal saints are aged, their 


foreheads high and their eyes ex- 
travagantly open. The large hands 
and feet are bony and skinny. The 
crucified Saviour is fair enough, 
whilst the dancing daughter of He- 
rodias boasts a springy and slen- 
der form. One sees in fact a certain 
association of pictorial and sculp- 
tural (qualities in hor;*| — an'^asso- 
ciation already suggested by the 
SS.Paul and Peter which resemble 
statues by Vecchiotta. 

* The half of a Virgin and child 
appear in a painted niche, but the 
remains are in bad condition. 

® Doc. Sen, IL 172, 
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Mercy.^ A passing interest may be created by some of 
these injured pieces, in an archseological sense, because 
the hospital; as represented in the fifteenth centoy, 
has undergone no change since then; but no single 
fresco can be selected in which the most conspi- 
cuous defects are [not apparent. The rudest handling, 
a [dull tempera on a rough wall, confused groups 
of heavy figures, alike rigid and angular in shape 
and outline, tasteless costume, extravagantly laden with 
relief ornament, absence of aerial or linear perspective 
in edifices either ill-copied from nature, or invented 
by a singular and unnatural fancy, form a total of un- 
attractive features difficult to rival at this time. This 
was the latest example of Domenico di Bartolo.^ But 
he was not the sole person employed at the Pelle- 
grinaio,**^ and a S. Agostino Novello, giving the dress to 


^ All these pieces except the 
yirgin of Mercy are preserved. 

2 There is no record of Dome- 
nico after 1444 and we don’t know 
tlie date of his death. 

Vasari knew hut of two works 
hy Domenico in S. Trinita and the 
Carmine of Florence, both absent. 
(Vas. II. 223.) 

3 The catalogue of the Berlin 
Gallery assigns to Domenico di 
Bartolo a Burial, and Ascension of 
the Virgin, with the gift of the 
girdle to S. Thomas; an Eternal 
at top amidst angels (No. 1122). 
The arrangement of this piece is 
unmistakeably Siennese, and may 
be found repeated by Francesco 
di Giorgio, Benvenuto, Fungai, 
and Giacomo di Bartolomeo Pac- 
chiarotti. The technical handling 
is, however, different in some mea- 
sure from that noted in Domenico. 
The upper part is by Sassetta as 
weU for manner as for handling. 
The lower part is treated differ- 
ently' hy some other Siennese, ox. 
gr. the Benvenuti, etc. 

Frankfort. Stcedel-Gallery. 
No. 4, assigned to Domenico Bar- 
toli, represents Christ going to 


Golgotha, the Crucifixion, and De- 
position, and is by a later Siennese 
after the time of Neroccio. 

Altenburg — Linden au Mu- 
seum. No. 19. Half length S. Fran- 
cis, of a time preceding that of 
Domenico BartoH, hut Siennese of 
the period of Simone. — No. 110 in 
this gallery, Adoration of the shep- 
herds, is classed “unkown”, and is 
really by Domenico, as well as No. 
150, a S. Dominick. — In Mr.Ram- 
boitx’s gallery at Cologne, a Vir- 
gin and child (No, 171) is given to 
Domenico. Also No, 167. 

Edinburgh. National Gal- 
lery of Scotland. No. 445. Al- 
tarpiece in courses, with SS. Mi- 
chael and John Baptist, a bishop 
and Virgin martyr in the two 
principal compartments, the Virgin 
and angel annunciate in two me- 
dallions above , and a Virgin and 
Evangelist in two pinnacles. The 
whole confined hy pilasters with 
six saints in each. This piece is 
assigned to Andrea del Castagno 
and his pupils, ;hut is a poor work 
of the schools of Domenico di Bar- 
tolo and Vecchietta, injured by 
restoring. It was originally in a 
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the brothers of the hospital, is by Priamo, brother of the 
sculptor Giacomo della Quercia.^ 

This artist had been left heir to Giacomo by a will, 
dated the of October 1438, but the charges of the 
succession seemed likely to exceed its profits. Giacomo 
had been unable to complete the funeral monument of 
the Vari in S. Petronio at Bologna; and the super- 
intendents required Priamo, or any substitute he might 
name, to finish it. Giacomo had subjected himself to 
heavy fines by staying at Bologna beyond the time 
allowed him by the authorities of Sienna; and Priamo 
was called upon to pay them. Cino di Bartolo, assistant 
to Giacomo at Bologna, had applied to his own use the 
property of his master; and the dispute between Priamo 
and him had been submitted to umpires. In the midst 
of all this Priamo was reduced to beggary; and his in- 
come-paper of 1453 is but a doleful petition for consider- 
ation in favour of a miserable impoverished debtor. 

An altarpiece, ordered of him in 1442 by the fraternity 
of S. Michele at Volten^a, remained publicly exposed in 
its original situation till 1827, but has since disappeared. 
It cost originally the small sum of 40 lire, or ten Sien- 
nese florins; and was, no doubt, not more worthy of at- 
tention than the fresco of the same year at the Pellegri- 
naio of Sienna, where Priamo rudely carried out a com- 
position of the very poorest conception.^ 


convent at Pratovecchio, and was 
purchased from the Lomhardi col- 
lection. 

* Della Valle (Letterc Sanese. 
11. 197) speaks of Luciano da Vel- 
letri as an assistant of Domenico 
in thePellegrinaio, but he is alone 
in that statement, and no extant 
productions are assigned to him. 

* Giacomo della Quercia died 
Oct. 20. 1438, having made (Oct. 3) 
a will, leaving his property, a mi- 
nus quantity, to Priamo. Yet 
Priamo with little forethought 
married, before the year expired, 
Bartolommea di Antonio (Doc. Sen. 
178—9). Cino di Bartolo, assistant 


to 'Giacomo della Quercia at Bo- 
logna, had taken possession of his 
master’s property there, and was 
at once claimed by the Siennese 
authorities (ib. II. 181), whilst at 
the same time Priamo wrote (Dec. 
1. 1438) to the suporiutendonts of 
S. Petronio, demanding the rest of 
the sum duo to his brother for the 
erection of the Vari monument. 
To the Signoria the stiporiutond- 
ents replied (Doc. kSgu. II. 181), 
suri'onderingCino, but asking that 
he or Priamo should bo allowed to 
finish the Vari monument. To Pri- 
amo they answered, apparently, 
oflering to pay him, if he came or 
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Giacomo della Quercia, whose bequests were attended 
with such melancholy results to his less talented brother, 
is one of a class which fills a considerable place in Si- 
ennese annals, but of which it is only necessary, in a history 
of painting, to say that its sculpture, in spite of apparent 
ability, invariably disclosed a fanciful and false conven- 
tionalism. Giacomo's life fills half a century. He was 
born in 1371, and died in 1438, after a bright career 
marked by great industry. His practice fell afterwards 
principally into the hands of Sano di Matteo and Antonio 
Federighi, the rivals of Bernardo Rossellino in the employ 
of the Piccolomini, to whom Sienna and Pienza owed so 
much of their architectural improvements. In Agostino's 
plastic creations, low classicism is strongly intermingled 
with a disagreable swagger; and the mannerism of Gia- 
como della Quercia in action and drapery descends to him 
unimproved and unimproveablc. 

Partner in these defects, but more versatile in his pur- 
suits: Lorenzo di Pietro kept a goldsmith’s shop, and 
practised with varying success as an architect, sculptor, 
and painter. He was of the . same age as Domenico 
di Bartolo, and a cotemporary of Sano di Pietro; and 
he was nicknamed Vecchietta, perhaps because of the 
tottering frames and aged faces repeated with consistent 
pertinacity in evei’y specimen of his skill in every branch. 


sent some one to complete the work 
on hand (Doc. Sen. II. 184:). Pria- 
mo (ib. ib.) declared bis readiness 
to go to Bologna (Feb. 11. 1439, old 
st.) with Cino, but ultimately sent 
Cino alone thither (Doc. Sen. II. 
185), whose quarrels had in the 
meanwhile been submitted to an 
umpire (ib. II. 189). It seems ob- 
vious that the Siennese authorities 
desired to keep Priamo until he 
had settled the fines due by his 
dead brother; for we find him in 
April 1440 (o. s.) presenting a pe- 
tition for the revision of the sen- 
tence in accordance with which 
these fines were to be paid (ib. II. 
191). The Volterra picture and 


I the Pellegrinaio frescos were both 
completed in 1442 (ib. II. 278—9, 

I and 283), and in Aug. of the same 
year Antonio Petri dc Briosso was 
accepted by the superintendents of 
S.Petronio to finish the work which 
Priamo was clearly unable to un- 
dertake (ib. 11. 209 — 10). Priamo’s 
income-paper of 1453 is published 
(ib. II. 283). 

Of Cino di Bartolo the records 
only notice that he was the son of 
Bartolo, a goldsmith of Sienna 
(Doc. Sen. I. 284), that he was first 
employed })y Giacomo della Quer- 
cia in 1428 at S. Petronio of Bo- 
logna (ib. II. 150), and that his 
death took place in 1475 (ib. 1. 284). 
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He was bom in 1412/ and. free of his guild in 1428/ but 
no records allude to him before 1439, when he delivered to 
the authorities of the Sienna Duomo a panel of tho Annun- 
ciation, produced by the joint labour of himself and Sano 
di Pietro.® His frescos in the Spedale at Sienna, and a 
statue of Christ “risorto” on the high altar of the Si- 
enna Duomo were finished almost at the same peifiod, the 
first in 1441/ the second in 1442.® He was thus oai’ly 
devoted to the sister arts which he carried on simultane- 
ously. We can not, however, as yet discuss his power 
as a sculptor, because the Christ is not in existence; 
but the frescos of the Spedale are in part standing, and 
though we miss three scenes from the story of Tobit, and 
a crucified Saviour between the Virgin and S. John, in 
the hospital chapel,® a companion subject to the series 
afterwards completed by Domenico stiU fills the arch above 
the door of the Pellegrinaio, and bears the inscription 
“Laurensius de Senis”. A kneeling figure, no doubt in- 
tended for that of the founder of the hospital, occupies 
an advantageous position in the centre of a triple arched 
space, of which the vaulting retreats with some show of 
perspective. Near him, a ladder leads upwards to the 
presence of the Virgin, who awaits the hospital children 
climbing towards her. Another phase of the foundation’s 
benevolence is the distribution of alms to the right of tho 
kneeling patron, and a third incident is delineated on his 
left. To say that Vecchietta is bettor than Dome- 
nico in his last days, is curt but sufficient praise. Tho 
false classicism of the Roman architecture with its bas- 
reliefs and friezes in monochrome, the capitals of tho co- 
lumns overladen with detail, are not more calculated to 
satisfy a polished taste than the copious ornamentation of 
the dresses with their tinted model wax-borders. Faulty 
arrangement of figures, false perspective, feeble frames. 


‘ Doc. Sen. II. 367. 
* Ib. I. 49. 

® Ib. n. 369—388. 


“ Ib. 369. 
® Ib. ib. 

« Ib. ib. 
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bewigged and aged heads, all repel the observer; whilst 
the colour, dimmed by time, it is true, yet still preserved, 
is flat and unrelieved. No mitigating circumstances alter 
the force of this necessary verdict, which condemns with 
equal justice the earlier as well as the later pictures of 
Vecchietta. The relic press in the Spedale, of 'which he 
painted the doors inside and out in 1445 with twenty- 
five different subjects, only serves to illustrate the decline 
of Siennese art since Duccio.^ Were the frescos of the 
sacristy in the same building yet extant, they would, 
doubtless, tell no other tale.^ The decoration of four 
ceilings and part of the tribune of the Baptistery of S. 
Giovanni at Sienna, which date from 1449-— 50, exhibit 
no change in the practise of previous years ; ^ and panels 


1 Doe. Sen. 11. 369. Della Valle 
(Let. Sen. III. 67) assies these 
doors to Mattoo di Giovanni. The 
outer side contains three •courses 
of panels, the uppermost of which 
are: 1. the crucilied Saviour be- 
tween the Virgin and Evangelist; 
2. the Resurrection of Christ, both 
between 3. the angel and 4. the 
Virgin annunciate, each of the lat- 
ter attended by 6. and 6. a seraph. 
Twelve panels in the next two 
courses contain (from left to right) 
SS. Ansano, Ambrogio Sansedoni 
(beato), Bernardino, Agostino No- 
vello (beato giving the dress), Ga- 
lerani (beato), Savino, Victor, 
Catherine of Sienna, unknown, 
Galgano, and Crescenzio. 

The inner side of the press-doors 
comprises (in a double course from 
left to right) : 1. Christ before Pi- 
late; 2. the Scourging; 3- the Last 
Supper; 4. Christ waslaingthe feet 
of his disciples ; 5. Christ crowned 
with thorn's ; 6. Christ carrying his 
cross; 7. the kiss of Judas; 8. 
Christ before Caiaphas. The inner 
panels are inferior to the outer, 
and perhaps by pupils: 

2 Since the text was written the 
frescos ^of the sacristy have been 
cleared of white-wash. They re- 
present ten scenes from the new 


and old Testament; Christ, Evan- 
gelists, and saints in the ceiling. 
In a corner of one of the walls 
one reads: “Urbano equite D. 
feccellentissimo hujus sanct. . Do- 
mus prsefecto. Laurentius Petri 
filius Senensis hoc sacrarum un- 
dique versum picturis honestavit 
M.CCCCXLVIin.” 

3 Two of these ceilings are by 
Michele Lambertini (antea. U. 
218); four by Vecchietta. In the 
central one, by the entrance, are SS. 
James, Philip, John Evang., and 
Mathew. In the next central one, 
by the tribune, are : the Last Judg- 
ment; Christ in glory; the Limbo, 
and a symbolical picture of the 
communion. Eight of this, as 
one stands in the centre of the 
church and looks towards the tri- 
bune, are; the Baptism of Christ; 
the Saviour and Virgin in glory; 
Remission of sins (damaged); and 
the Resurrection of Christ. T?o the 
left, if one keeps the same position, 
the Flagellation; then an empty 
space; Christ in glory; and the 
Annunciation. The frescos in the 
tribunes are by other hands. That 
of the semidome (central tribune) 
representing the crucified Saviour, 
the sleeping apostles, and the 
burial of Christ, attributed to one 
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or frescos alike disclose absence of aerial and linear per- 
spective; flatness of tone; poor composition; lean; with- 
ered; and ill-proportioned figures of nnselect shape; mov- 
ing with a broken ‘and fantastic action; involved dra- 
peries; trivial, vulgar, or grimacing heads, so incom- 
pletely modelled on nature that eyes take a triangu- 
lar shape, and noses, in three quarter faces, are flattened 
down to profile 5 yet the contours and the technical finish 
are careful to a fault. 

The mere employment of Vecchietta in numerous un- 
dertakings at Sienna would not be surprising, if it were 
granted that his talent might be considered cheap and pro- 
lific, like that of Neri di Bicci at Florence. But 
Lorenzo, in spite of the poverty apparent in his works, 
held a high place in the estimation of his townsmen. He' 
and Sano di Pietro were the chosen umpires of the 
municipality for*^he valuation of the frescos on the 
Porta Romana when Sassetta died, leaving his worl 
unfinished, in 1452.^ Vecchietta complains, however, i: 
an income-paper of 1453 that, although proprietor of sma' 
parcels of land and houses in Sienna and its vicinity, h 
ailing health and the infirmity of his wife contribute 
much to his discomfort and indebtedness, ^^and if fortun 
were to plague him long, as it had hitherto done, h 
should be forced to sell his movables for bread^^;^ b 
we may partially mistnist the statements of a man dc 
sirous to move the stern feelings of the tax-gatherer, and 
Vecchietta continued for many subsequent yeai's to carve 
stone and bronze, and wield the brush. Amongst the altar- 
pieces furnished in those days, we notice the Madonna 

Gasparre eVAgostino, an artist fol- Vienna Duomo, is assigned. There 
lowing the manner of Giovanni is a record of Gasp«‘irrc\s dosigi 
d’Asciano, who laboured (1461 — 54. for part of the pavement in th 
55)^ in a style reminiscent of that Duomo (1461) in Milaneses I)o( 
which we shall find in Giovanni di Sen. (II. 269)”, and ho is noticei 
Paolo (postea), but more rational hy the annotators of Vasari in a 
than his. The colour is fair; the commentary to the life of Gontih 
figures are long and loan, and in da Fabriano (IV. 103), 
vehement action. To this Gasparre * Doc. Sen. 11. 274—5. C. 7. 

a small S. Bernardino, preaching, ^ See the paper in Doc. Son. Ill 
which hangs in the sacristy of the 286. 
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and saints of 1447 in the gallery of the Uffizi, and the 
ascension of the Virgin, with four holy attendants, on 
one of the altars of the Duomo of Pienza. The former 
has been injured by partial retouching, but contains in 
its pilasters some slender and fairly thrown personages, 
after the manner of Domenico di Bartolo,^ whilst the 
latter, one of the best examples of Vecchietta, seems to 
date from the same time, and comprises, amongst the 
heavenly choir accompanying the Virgin, some not un- 
graceful angels.^ 

Vecchietta's productions were now so highly valued at 
Sienna, that in March 1460, the supreme goveimment took 
upon itself to address Messer Qoro Loli Piccolomini with 
the prayer that he might recommend the singular talent^^’ 
of Lorenzo di Pietro to Pius the Second, as the most 
fitted to superintend the rebuilding of the Papal lodge at 
Sienna/*^ Pitis, however, had perhaps less confidence in 
the artistes powers than the lords of Sienna. Perhaps he 
did not believe that the author of the Pienza altarpiece 
could turn out a great architect. Certain it is that he 
preferred Agostino di Federigo.*^ This contempt of his 
claims inutated or discouraged Vecchietta; and he formed 
the resolution to abandon his country for ever; whilst at 
the same time the members of the Siennese council 
apparently felt that they had been slighted by the Picco- 
lomini. We may conjecture, at least, that such was the 
course of events, because, Agostino di Federigo, who had 


* The Uflizi filtar[)ioce (No. 27, 
corridor) is in <a modem frame, 
and an inscription, repainted (it is 
said on the old one), runs as fol- 
lows: “Opus Laurenti Petri Sc- 
nensis, 1457. Questa tavola I’ha 
fatta fare Oiacomo d’Andrcuccio 
Setajuolo per sua divoziono.” The 
figures are life size. To the right 
of the Vix'giu and child arc SS. An- 
drew and Lawx'enco and the kneel- 
ing Dominick; to the loft, SS. Bar- 
tholomew, James, and a kneeling 
king. Four small saints are in the 


pilasters. Some heads, that of S. 
Lawrence for instance, are new. 

2 The Pienza altarpiece, a gable, 
represents the Ascension, witliSS. 
Pius, Agatha (part of her blue 
dress scraped off), Calixtus, and 
Catharine. It is signed: “Opus 
Laurentii Petri sculptoris de Se- 
nis.” The colour is light and flat, 
and much gold or painted orna- 
ment is lavished in every part. 
The figures are % life size, 

3 Doc. Son. n. 308. 

^ Ib. ib. 
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hitherto been employed to carve the statues in the Loggia 
della Mercanzia/ was relieved of all further duty there; 
and the two remaining ones were allotted to Vecchietta 
(April 1460), order that he might have something to 
keep him busy in Sienna, which he was tempted, nay 
had determined, to leave He was consoled further by 
orders for frescos in the public Palace, and we still pos- 
sess that of S. Catherine, at the side of the entrance lead- 
ing from the great hall to the chapel:^ and part of a 
large Virgin of Mercy, lately recovered from white-wash, 
in a room called ^^Sala delT ajuto BiIanciere^^ S. Ber- 
nardino, and S, Martin on horseback, sharing his cloak 
with the beggar, stand in the spandrils of an arched re- 
cess, in the centre of which the Virgin holds the infant 
Saviour, and angels support the cloak which covers the 
people of Sienna. SS. Savino^ Jerom, Peter*, Catherine, 
Lawrence, Ansano, attend to the right and left. Seraphs, 
sixteen in number, sing in the space between SS. Martin 
and Bernardino, and two messengers of heaven suspend 
the crown over the Virgin. Her head, and dress, and 
other parts of the fresco are renewed, the nimbuses are 
stamped and cut out with the exquisite care which marks 
those of Simone Martini, but the defects of Vecchietta 
are perfectly apparent, in spite of a family likeness in 
some parts to Sassetta or Sano di Pietro. 

In 1462, Lorenzo had completed the statues of the 
Loggia della Mercanzia, both of which present to the 
spectator the disproportioned and decrepid fonns conspi- 
cuous already at an earlier' time. Nor docs Vecchietta 
fail to lay stress on the versatility of his own talents, 
and whilst he signs himself in thePienza picture ^^sculptor^^, 
he inscribes his carved work with the words: ^^Opus 
Laurentii pictoris Senensis- * A recumbent image of 

^ Now Casino de’ Nohili at 
Sienna. 

? Doc. Sen. n. 311. 

® The S. Catherine was painted 
in 1460 (Doc. Sen. H. 370), and is 
signed; *'29.Junii 1461, Opus Lau- 


rentii Petri Senons.” The S. Ber- 
nardino, close by at the other side 
of the door, only hears the muti- 
lated date M.CCCCL and is 

more in the style of Sano di Pietro. 
* Vecchietta received 1000 lire 
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Mariano Soccino (1467) at the Uffizi/ SS. Catherine; 
BernardinO; Paul/ and Sebastian;^ in silver for the 
Sienna cathedral; were produced at intervals up to 
1478. Two years previous to this date; Vecchietta; 
who at last had struck a vein of prosperity; proposed 
to furnish a bronze Christ and a picture of the Virgin, 
child; and saints to the Spedale di S. M. della Scala, 
if the superintendents of that edifice should give him 
a chapel; and consecrate it with his name. Upon that 
consideration also he consented to leave all his property" 
after his second wife's death to the foundation.^ The 
proposal was accepted; and Vecchietta’s best casting 
now adorns the high altar of the hospital.^ Its broken 
action and coarse bony forms are not better than of 
old; nor is the altarpiecG; which now hangs at the 
Sienna Academy, entitled to any additional praise.® Both 
pieces are dated 1479, and are the last efforts of the 
artist; who died in the middle of the following year. 

The narrative of his career would be incomplete with- 
out an allusion to an occupation with which he varied 
his usual labours. Between 1467 and 1470, he was en- 
trusted with the fabrication of models for the fortresses 


l*oi’ these two figures. Doc, Sen. 
11. 311. 

* No. 394:. Galerie cTos bronzes 
moderncs. 

® Ye.irs respectively 1473, 1475, 
1478. rxoc. Sen. II. 350. 370. 

3 Doc. Sen. II. 367. 8. 

^ It is signed: “Laurentii Petri 
pictoris al. Vecchietta do Senis. 
M.OCCCLXXVI (147C) p. sua de- 
votione fecit hoc opus.” The t«v 
bernacle in which it stood was 
transferred in 1506 to the Duomo, 
where it now stands, by Pandolfo 
Petrucci (Vas. notes to p. 210. 
Vol. IV). A sketch of the taber- 
nacle, on panel, by Vecchietta, is 
No. 335 ill the Sienna Academy. 

® No. 195. It represents the Vir- 
gin and child, between the erect 

VOL. III. 


SS. Peter and Paul, the kneeling 
Cosmo and Damian, with the in- 
scription: “Opus Laurentii Petri 
alias Vecchietta ob suam devotio- 
nem.” An altarpiece in San Nic- 
col6 di Valdorcia, signed with 
Veccliietta’s name, is noticed by 
the annotators of Vasari (II. 212). 

Old Sienna guides speak also of 
terra cottas by him. ib. The fol- 
lowing numbers are assigned to 
him in Mr. Kamboux’s collection 
at Cologne, No. 124 — 8, 164 — 5; 
but little value can be assigned to 
the pieces so catalogued. 

A Virgin and child enthroned 
amongst angels between SS. Cathe- 
rine and Bartholomew hears the 
name of Vecchietta in the Museum 
of Carls ruhe. It is numbered l64, 
and is of the older period after 
Lippi and Barna. 


5 
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of Sarteano, Orbetello; MontaciitO; and Talamone ; ^ and 
his employment in this direction only ceased when Fran- 
cesco di Giorgio abandoned all other pursuits for those 
of engineering and fortification. 

The life of this ingenious and celebrated man would 
be out of place here; and it will not be necessary to do 
more than look back at the fruits of his early industry, 
and fix the limits of his acquirements as a painter. lie 
was but twenty-four- when the superintendence of the 
conduits of the Fonte Gaia in Sienna was given to him; 
but he kept a shop with * Nerroccio di Bartolommeo 
de' Landi; until the partnership was dissolved in 1475.*^ 
He seems to have combined most of the Siennese charac- 
teristics of his time with a fancy akin to that of Botti- 
celli, and a fashion of drapery like that of the Pollaiuoli. 
He inherited defects already conspicuous in Vecchietta, 
such as slender, withered, and angular figures, the action 
of which is rendered in an awkward and often pompously 
affected manner. He may, tlierefoi'e, have learnt the 
elements from that master. The strange conceits in 
his composition are surprising and unpleasant. Super- 
abundance of ornament in dresses and buildings is ano- 
ther of his failings. His tone is cold, unrelieved, flat, 
and grey in shadow; but he exhibits some slight progress 
in the application of perspective to form. A disagreablc 
colour overspreads an injured Nativity, originally at 
Monte Oliveto near the Porta Tufi at Sienna; graced 
with his name, and now in the Academy.^ The 
strangeness of his fancy is illustrated by a Coronation of 
the Virgin in the same Museum, where the higher and 
lower spheres of a heavenly host are united by two 
angels resting on a cluster of three cherubs’ heads."' 


1 Doc. Sen. II. 282. 370. 

* Born Nov. 14. 1439', liis first 
pnLlic appointment dates 1464. 
Doc. Sen. II. 337. His death took 
place in 1502. 

^ Ib. II. 465. 

^ No.302j inscribed: “Francisc. 


Giorgii pinsit”, dating iVom 1475 
(Vas. note to p. 206. Vol. IV). 

® No. 301. Here the figures whoso 
character is that described, have 
small heads and small eyes, with 
a mere poiiit for the pupil. ( fopious 
hair is curved in successions of 
spirals. Colours, in distinct and 
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His style may be further studied in seven or eight pa- 
nels; unauthenticated by signatures; in the collection of 
his native city; in a Nativity at S. Domenico of Sienna; 
and in a predella at the Uffizi of Florence.”^ 

Francesco di Giorgio is connected -svith such bril- 
liant successes in the laying out of fortresses; and the 
invention of methods for the attack and reduction of 
such workS; that his talents became widely known 

throughout Italy.' In this novel and important field 

he preceded by a few years, and was only surpassed 

by, Leonardo da Vinci, and it is on record that 

they both met in 1490 at Pavia, whither tliey had been 
sent by Gian Galeazzo to report on the plan of the 
new cathedral. Francesco di Giorgio^s proposals for 
vaulting the cupola of the Milan Duomo were con- 
ceived at the same period, and, after they had been ac- 
cepted by the deputies of the Fdbbrica, they were re- 
alized in 1493 by the Lombard, Giov. Antonio da Gessate.^ 


sharp contrasts, have a hard horny 
snhstanee. The flesh Hghts are 
yellow, of thin impasto, and grey 
in shadow. The ornaments ai-e co- 
pious. Every part is wi’oiight with 
visible care and research. 

* {Vienna Acad. No. 303. Annun- 
ciation. The angel is -in vehement 
and exaggerated action. The dis- 
tance, architecture of fanciful form 
and decoration. Same Gallery. 
No. 304, Virgin and child between 
SS. Peter and Paul. — Same Gall. 
No. 305- Half length Virgin and 
child and an angel; one may note 
here how the lines of the cheeks 
in the Virgin fall to a small chin. 
The colour is rosy, hut flat. — Same 
Gallery. Nos. 184. 6. G. Two scenes 
from the story of J oseph, and one 
of Susanna. — Same Gallery. No. 
228. Half length Virgin and child 
between two saints. — Same Gall. 
No. 329. Christ about to he cmci- 
fled, with features assignable to a 
eontinuator of Francesco di Gior- 
gio’s manner. 

Sienna — S.Domenico, on an 


altar to the right. The Nativity 
seems composed in the spirit of F. 
d. G., mth his type in the angels, 
hut with more animation in the 
action. In the distance is a Roman 
arch. The name of Signorelli has 
been given to this piece. Its lu- 
nette belongs to another picture, 
and is like a work ofMatteo da 
Sienna ; whilst the predella shows 
the hand of Fungai. — Florence 
— Uffizi. No. 1304. The three 
predella scenes here show F, d. G.’s 
defects less than usual, the size of 
the panels being small. We note 
the neatness of the drawing. The 
colour is, however, still flat and 
cold. The subjects are from the 
legend of S. Benedict. 

* It is certain, says Gaetano Mi- 
lanesi (Biscorso ub. sub. p. 69), 
that, the invention of the mine was 
first practised by Francesco di 
Giorgio in 1496 at the siege of the 
Castel del Uovo at Naples. 

8 Boc. Sen. H. 429. 30, 31. 32. 
3.3. 34. 435 — 8, and Gaye Carteg- 
gio II. 288. 89, 90. 93. 

5 * 
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In 1484; Francesco di Giorgio, passing through Gubbio, 
was visited by Luca Signorelli, who induced him to 
design the church of S. Maria del Calcinaio near Cor- 
tona,^ and in 1491 he competed with the best of his 
countrymen by sending to Florence a model for the front 
of S. Maria del Fiore.- Francesco’s fame as an architect 
thus reposes on a firm and reasonable basis; yet he did 
not habitually superintend the erection of edifices; and 
the historians of Italy causelessly heap honours or shame 
on his head as they attribute to his inventive genius 
buldings carried out by others, on principles that are at 
times correct, at others false and vicious.'^ 

The extent of Francesco di Giorgio’s ability in carving 
may be correctly defined by reference to the bronze 
angels in the Sienna Duomo, which he cast and chiselled 
in 1497.^ They are hard, dry, and inelegant, of paltry 
type and form, and draped in vestments of broken folds.*’ 

When Francesco parted from Nerroccio di Bartolom- 
meo de’ Landi in 1475, Vecchietta and Sano di Pietro 
were chosen to settle their differences by arbitration, 
and whilst Francesco almost entirely abandoned 
sculpture and painting, Nerroccio continued the exclu- 
sive exercise of those two branches of his profession.’ 
Nerroccio was younger by about eight years than his 


^ See antea in Signorelli. 

^ See the record of this compe- 
tition in com. to Vas. VII. 243. 

^ See on this point Vasari IV. 
204. with notes of the commenta- 
tors. Eumohr, Forschnngen. II. 
177 and foil., and Doc. Sen, 

^ Doc. Sen. II. 466, 463—4. They 
were ordered in 1489. 

® The following pictures, in ad- 
dition to those already noticed, 
may be registered. 

Sienna — PalazzoPiihhlico. 
Room leading to the hall painted 
hy Spinello. A sermon and miracle 
of S. Bernardino — genuine, very 
careful, and a pleasing work of 
Francosco di Giorgio. 


Munich — P i n a k o t h c k. Cab- 
inets. No. 538. AsKignod to Masac- 
cio (see antoa), hut hy Francesco 
di Giorgio. Subject: a miracle t>f 
S. Anthony of Padua (wood). 

Liverpool Gallery, No. 20. 
assigned to I^cscllino (sec antea), 
is also by Francesco di Giorgio. 
Subject: Sermon of S. Jicrnardino. 
— Cologne — Ramboux. The 
following are assigned to F. d. G. 
Nos. 172 — 3. Mr. Fuller Mititland. 
No. 43 at Manchester \inder the 
name of Fra Filippo. Prcdclla: 
SS. Peter and John healing the 
lame man (wood). This piece has 
the impress of the Siennese school, 
and is by Francosco di Giorgio. 
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partner.^ As a young beginner he altenaately applied 
himself to carrying out orders for altarpieces; and to 
the modelling of figui’es in terra cotta.- His remaining 
pictures have found a final resting place in the Academy 
of Sienna. A Virgin and child; between SS. lilichael and 
BernardinO; in that collection; bears his name and the 
date of 1476; and was probably done for Bernardino 
Nini of Sienna.^ Its style varies little from that of 
Vecchietta or Francesco di GiorgiO; except that the 
affected attitudes are perhaps more absolutely unna- 
tural in their bend than theirS; and appear to caricature 
more markedly the action of plastic works of the olden 
time. Light washy colours are confined by dry out- 
lines 5 and the human form, taken as a model for de- 
lineation; is coarse and vulgar^ A better preserved piece 
in the same Gallery is the Virgin and child between 
saintS; unauthenticated by date or signature; cold in tone; 
but of great softness; and laboriously finished.^ 

Nerroccio designed the Hellespontic Sybil in the pave- 
ment of the Sienna Duomo (1483);^’* and carved the 
statue of Tommaso del Testa Piccolomini on the mo- 
nument to that worthy above the door of the Campa- 
nile in the cathedral.^ He died in 1500.*^ Of 
humble aims, and moderate ability, he held a secure; if 
not a brilliant position in his native cityj such an one as 
Francesco di Giorgio might perhaps have risen to, had 
not his engineering talent carried him far ahead of his 
less versatile colleague.** His custom was of another 


* Born in 1447. Doc. Sen. III. S. 

2 Ib. III. 7. 8. 

3 Doc. Son. II. 356. 

* No. 160. Acad, Catal. Pigiiros 
half length, 

3 No. 221. Acad. Catal. The re- 
maining pletnre.s by Nei*roccio in 
the Academy ai'e: No. 161. a Vir- 
gin and saints, half lengths; No. 
162. arched rectangle, Virgin and 
child between SS. Jerom and Ber- 
nardino, half lengths; No. 163. half 


length Virgin and child, SS. Ber- 
nardino and Catherine. No. 180. 
arched rectangle, Virgin and child, 
SS. John and Andrew. 

6 Doc. Sen. II. 379. 

^ Ib. II. 409. 

8 Ib. III. 7. For farther dates 
respecting the artist sec Doc. 
Sen. II. 340. 403. 415. 416-422. 
and in. 7. 8, 9. 

^ Mr. Ramboiix’s collection con- 
tains the following, assigned to 
Nerroccio, No. 155—6. 160 — 3. 
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kind than that of many of his countrymen; insofar 
that it was purely local. But at Sienna those who were 
able to declare that they made an honourable and suffi- 
cient livelihood exclusively within its walls; might be 
considered exceptionally favoured; and a cotemporary of 
Francesco di Giorgio ; Benvenuto di Giovanni di Meo 
del GuastU; takes occasion to express his regret that 
work being scarce; and profit scarcer; he should be forced 
to remove outside the circuit of Sienna. 

This complaint is set forth in an income-paper of 1488;^ 
but seemS; as regards BenvenutO; to have been true of the 
greater part of his career ; for^ though he is described in a 
record of 1455 as permanently employed at the Baptistery 
of S. Giovanni 2 at Sienna^ his first extant picture (1466) 
is at Volterra. He is admitted by common consent 
as the author of a Flagellation; and Christ carrying his 
crosS; a couple of dimmed frescos in the central apsis of 
the Baptistery; and two scones from the life of S. An- 
thony; injured wallpaintings in the side-apsis of the same 
edifice.^ These alleged fruits of his labours are so like 
the productions of Lorenzo di Pietro in the ceilingS; that 
they might be taken for his; or at least for those of his 
assistants. Benvenuto may have acted in that capacity, 
but his engagement at the Baptistery dates four years 
after the commission of Vecchietta. On the other hand; 
the Annunciation in the convent-church of S. Girolamo at 
Volterra offers some traits reminiscent of NcrrocciO; in 
the angular and lean figures; the I’eedy frames of whicli 
bend affectedly under the weight of large but narrow 
heads themselves inclined on slender necks. Trite dra- 
pery, cutting outlines; cold and flat tones in flesh tints, 
strong contrasts in the general key of harmony, and 
neatness of execution, increase the resemblance. But 
Benvenuto does not merely reflect the peculiaiities of 


1 Doc. Sen. II. 240. 

2 Ib. HI. 79. 

3 Apsis to the left of the bigli 
altar. Tbe annot. of Vas. fIV. 103. 


comm, to life of Gentile cla Fabri- 
ano) state that Benvenuto 2 )aiute(l 
the frescos of the central apsis in 
1453. 
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Vecchietta or Nerroccio. He reminds ns of the Perugian 
Benedetto Bonfigli; and thus trace the contact of the 
Umbrian school with the older one of Sienna^ which; 
through Benvenuto runs in a clear and uninterrupted 
descent from SimonC; LippO; BarnU; Giovanni d'AscianO; 
and Ceccharelli.'^ Nor is this Aimunciation at Volterra an 
isolated one. Its counterpart by the same hand is in 
the sacristy of SS. Piero e Paolo at Biionconvento.^ 

The hard dry spareness of a tempera which almost 
places Benvenuto in direct connection with Carlo Cri- 
velli; is marked in a Madonna and saints at S. Doinonico;*^ 
eight years earlier in date than a darkened and damaged 
Ascension of Christ in the Academy of Sienna.** The 
most reasonable of Benvenuto's relics; however; is the 
end of a cataletto or bier; commissioned of him and his 
son Girolamo by the Compagnia della Madonna in the 
Hospital of S. Maria della Scala (1500—1). Its dimi- 
nutive size; no doubt, conceals many of the usual fail- 
ings, but the procession of S. Catherine leading the 
Pope and clergy to Pome, is enlivened with many 
figures, the draperies of which betray less than the 
usual lack of style, whilst the colour, though still sharply 
contrasted, is not without power.^ Three small pictures 


^ The Virgin is seated, the angel 
kneeling. Part of the dress of the 
former is gone. The Eternal, with 
a largo head, gives a blessing from 
out a circular glory of cherub 
heads, supported by four angels. 
To the left, S. Michael stands in 
armour; to the right, S. Catherine 
of Alexandria, The pictures are 
all prim, small, and angular, whilst 
the external outline of the heads 
is round. A half length patron in 
profile prays at the edge of the 
foreground, and cuts in two the 
inscription : Opus Beuvennti Jo- 
annis de Senis M.CGCCJ. 1 XVI.” 
Bonfigli’ s picture, most like this, 
is one originally in the Collogio 
de’ Notari, now belonging to Sig- 
nor Vincenzo Bertelli at Perugia, j 


2 The saints at the sides of this 
Annunciation are SS. Anthony 
abbot, and Francis. 

3 Ordered in 1483 (Uoc.Sen. III. 
79). The lunette (adoration of the 
Magi) belongs to a picture in the 
same convent of S. Domenico, by 
Matteo da Sienna. Benvenuto’s 
lunette of Christ on the tomb is on 
Matteo da Sienna’s picture. 

No. 356. Acad, of Arts, in- 
scribed: “Benvonuti Joaunis pic- 
toris de Senis MCCCCLXXXXI.” 
The coloiu' is dark and dull, and 
tlio picture reminds one of the 
productions of the Venetian school 
of Murano. 

® This fragment is still in the 
Compagnia della Madonna sotto 
Spedalo at Sienna. 
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in the Siennese Academy are by Benvenuto.^ A fresco 
of the Virgins assumption in the ‘Oratory of S. Sebastian 
(Borgo di Montalboli ) outside Asciano ; ^ the same 
subject in the choir; two panels, originally at its sides 
in S. M. de' Servi at Borgo S. Sepolcro; ai’e also worthy 
of examination. 

The latter are striking instances of the relationship be- 
tween the Siennese and Umbrians at Borgo San Sepolcro. 
Passavant has attributed them to Piero della Francesca/^ 
but they ought not to bo so considered; for they bear 
the stamp of the hand of Benvenuto, and arc indeed an 
advance on his previous works. The central Ascension is 
in a form which now found numerous copyists in Sienna. 
The Eternal, foreshortened, looks down from a prismatic 
glory, surrounded by seraphs and attended by prophets. 
The Virgin rises towards him, encircled by cherubs, ac- 
companied by angels, who move not as of old in flight, 
but on clouds. The apostles helow peer into the tomb. 
SS. John the Baptist and Dominick, Paul and Lucy, with 
the Vix’gin and the angel annunciate in medallions above 
them, fill the sides in the sacristy. Whilst the apostles 
in the central panel rival in stark stiffness those in 
pictures of the school of Murano, they are dressed in 
garments of broken folds like those of the Flemings. 
The angel and Virgin annunciate recall similar cre- 
ations by Giovanni Santi, and reproduce to some extent 
his character, type, and mode of action. The remaining 
figures are long, lean, and bony, — the SS. Paul and Lucy, 
indeed, not without a claim to attention for fairness of 


‘ No. 165. Half length Virgin 
and cliiid between SS. Jerom and 
Francis. No. 172. Assumption of 
the Virgin. No. 181. a Virgin and 
child. 

^ The Assumption. The Virgin 
is accompanied by long motionless 
angels, with the Saviour above be- 
tween prophets; S. Thomas be- 
tween SS. Sebastian and Agatha 


kneeling below, and the angel and 
Virgin auuuiieiato in spaudrils of 
an arch — a rude and hastily 
handled work, with slender anil 
inanimate figures; and a bad ex- 
ample of the school of the JJeuve- 
nuti. 

® Bee antea P. dclhi Francesca, 
and Passavant, Raphael, ub. sup. 
I. 433. 
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proportion and for some progress towards the higher 
talent of Matteo of Sienna. 

That Benvenuto had ample time to profit by the 
changes which were rapidly occurring in his country 
at the close of the fifteenth and opening of the sixteenth 
centuries; is apparent. He lived till 1517, in which 
year he is recorded to have furnished the baldaqiiin of the 
Sienna Duomo on the occasion of Leo the Tenth's visit 
to that city.^ There never was a class, however, so little 
prone to alter as that of Sienna s artists, and we must 
pass from Benvenuto to his son Girolamo, in order to 
find improvement. Yet Girolamo, born as late as 1470, 
and the cotemporary of Pinturicchio , Bazzi, Girolamo 
Genga, and Pacchia., painted in 1508 a virgin ^“^of the 
snow^^, in the essentials not unlike the productions of 
his fatlier, though perhaps more pleasing to the eye. 
Numerous and cornered folds deprive the draperies 
of nature ; and the colouring exaggerates the quality 
of warmth.' An injured fresco of the Virgin amidst 
singing and playing angels, in a lunette above the high 
altar of the church of the Madonna of Fontegiusta, is a 
later creation, dating from 1515, in which Girolamo 
had enlarged his manner.** A S. Chiara with a 
kneeling pilgrim, in the convent church of the Os- 


1 Doc. ficu. III. 80. In the same 
volumes are records of works not 
now in existeiico: — in 1470, at fcj. 
M. doila fcjcala,* 148:2, in the Duo- 
mo (miniatiires) 5 1483, in the Duo- 
mo (drawinj^ for sybil iti the pave- 
ment); 1485, in the Dnonio (draw- 
ing* for the sacrifice of Jephtha); 

1493, in the Company of S. Giov. 
Battista dollaIMorte(painted bier); 

1494, in the Company of S.Trinitii 
(standard with Virgin of Mercy) ; 
1499, in Comp, of fS. Girolamo. 11. 
344. 379. 382. 387. III. 40. 79—80. 
Mr. Ramhoux, Cologne, catalogues 
the foil, as hy Benvenuto. No. 108. 

2 This picture is in the Oratorio 
di S. Catoriua at Domenico of 
ISienna, and represents the Virgin 


with the infant in benediction, 
erect on her knee. Four angels 
with vases and snow-balls are at 
her sides. Right and left stand 
S. Jerom and S. Catherine, and 
two other saints kneel at the flanks 
of the foreground, whilst an angel 
sounds an instrument on the step 
of the throne. An inscription at 
the base runs: “Opus Jheronimi 
Beiivenuti de Senis MCCCCC VIII.” 
A lunette, affixed to tbe upper 
part, is not by Benvenuto, but is 
a fragment of another picture by 
Matteo da Sienna. 

^ Doc. Sen. III. 71. The shadows 
and sky are restored. The picture 
has been long falsely assigned to 
Fnngai. 
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serYanza outside Sienna; two or three small pictures in 
the Academy^ are all that remains of this short-lived ar- 
tist; who died in 1524.^ 

Before proceeding further; however; we must revert to 
men of the earlier period; of another stamp in many ways 
than that of the branch headed by Domenico di Bartolo. 

Stefauo di Giovanni, more commonly known as Sassetta, 
was a child of the fourteenth century, whose art so 
strikingly resembled that of a bygone timc; that guides of 
respectable quality attribute his crucifix in S. M. de^ Servi 
at Sienna to Ugolino. He differs from Domenico di Bar- 
tolo and others of his kindred ; not merely because 
he preserves unimpaired the technical system of tem- 
pera, but because he imitated the formal arrangement, 
the patient minuteness of outline, and the soft curves 
of draperies which distinguish Ugolino and Segna. 
The link ^vhich connects him with that age, is the 
crucifix of the Servi, to which we may add the Saviour 
on the cross in Golgotha, already noticed at the 
Academy of Sienna,^ and a Calvai’y at the Louvre.^ 
In coarseness and thinness of shape, in overweight 
of head, his figures are no better than those of his 
CO temporaries, whose flatness of tone he imitates. Wo 
should for this reason hesitate to declare tliat his example 
had no influence on the later Vecchietta. The only piece 
positively connected with his name is the fresco of the 
Porta Romana at Sienna, which ho left unfinished at his 
death; but that specimen is so characteristic that it serves 
as a model of his peculiarities, and shows that he, and 
no other, produced the Birth of the Virgin in the sacristy 
of the Duomo at Asciano, the Madonna and saints of 
1436 in .a chapel at the convent-church of the Osservanza, 
outside Sienna, and a similar one in tlio sacristy of S. 
Domenico of Cortona. The monumental form, the roofed 

J lb. III. 78. The kneeling i>il- Jcroin iiiMr. Riiiu])oTix.’s collection 
grim is attributed erroneously to at Cologne is catalogued under (U- 
Pietro di Giovanni Pucci. rolamo’s name. No. 100. 

The Pictures at the Sienna Aca- ^ No. 42. Soo antea Jl. 55. 
demy are No. 173. 174. 273. A fcJ. ^ No. 212, ^Soo antea II. 55. 
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or gabled fronts of these altarpieces are purely Siennese 5 
the subjects are handled in Sassetta^s style. At Asciano 
some grace makes amends for the comparative weak- 
ness of the figures, or the flatness which results from 
variegated tints unrelieved by light or shadow and co- 
pious use of ornament. It is almost touching to see 
how Stefano clings to old compositions in episodes of 
which the originals by Lorenzetti are copied succes- 
sively by Andrea Vanni, Bartolo di Fredi, and him.^ A 
tender air still pleases in the plump, small featured Vir- 
gin at the Osservanza; and extraordinary softness per- 
vades the rosy flesh, shadowed with the usual verde.^ 
At Cortona, the saints are slender as before, but stork- 
like in the gravity and awkwardness of their motion,.'" 
Each of these three Sassettas is marked by painful mi- 
nuteness of operation, a tendency to overweight of heads, 
festooned drapery, angular eyes, and superabundance of 
gold. They reveal the source from which Sano di 
Pietro obtained his education.'^ 

Some interest attaches also to the life of Sassetta 
from the knowledge that Siennese art is traceable 
through him in a direct manner to the home of Piero 
della Francesca. Father della Valle quotes the con- 


1 Lorenzetti’s original of 1342 is 
in tlie Sienna Duomo. Yanni’s 
adapt<ation (No. 119) in the Sienna 
Academy of arts; Fredi’s in S. 
Agostino at S. Gimignano. The 
central panel of Sassetta’s altar- 
piece represents the nurses busy 
with the child; the right side, S. 
Anna in l)ed washing her hands; 
the left side Joachim receiving the 
news of the birth. Above the lat« 
ter, is her death, whilst on the op- 
posite panel flanking a central one 
devoted to the Virgin giving the 
breast to Christ, is the funeral of 
Mary, the whole on gold ground. 

2 The throned Virgin holds the 
infant erect on her knee. SS. Am- 
brose and Jerom attend atthe sides, 
and the pointed gables are filled 
by a Christ in benediction between 


SS. Paul and Peter, whilst the 
spaces between the points contain 
two medallions with the Virgin and 
angel annunciate. On the lower 
border one reads the words : ‘^Ma- 
nus Orlandi fieri fecit hanc tahulam 
cum totacapellaMCCCCXXXVI”; 
on gold ground, 

^ The centre represents the Vir- 
gin with the child to her breast, 
and two kneeling angels on the 
foreground, between SS. Nicolas 
of Bari, Michael (in armour inju- 
red by scaling) John the Baptist, 
and Margaret. A central medallion 
in the pinnacle contains the lamb, 
the side ones, the Annunciation. 

^ Mr. Ramboux’s catalogue at 
Cologne, assigns to Sassetta the 
following panels, No. 149 — 53. 
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tract o£ Stefano di GioTanni with the Minorites of Sienna 
for a S. Francis in majesty at S. Francesco of Borgo 
S. Sepolcro.^ The picture has passed into the hands of 
Messrs. Lombardi at Florence. Poverty; Chastity; Obe- 
dience, hovering above the glorified founder s head; are 
not without grace or natural motioii; but the attendant 
saints alone would prove that the Byzantine element had 
not vanished from Sienna in the fifteenth century.- 
The Coronation of the Virgin on the Eoman gate is an 
old form of that subject; lacking neither religious feeling 
nor simplicity in its conception; but almost deprived of 
both in the execution. Lean puppetS; with necks al- 
most as long as their waists ; wriggle rather -than move 
in attitudes and costume alike grotesque. Grimace distorts 
the faces. FestoonS; bedecked with borders; surcharge 
the skirtS; and remind us of the time when Cimabuc arose 
to set aside similar imperfections; and Sassetta appears 
dimly to us as the last of a religious class exhausted by 
sameness and repetition.-^ Yet, there is no depth so low 


* Della Valle Lettere >Sanese 
in. 44. Tlie signature on the pic- 
ture runstlius: “Cristoforus Fran- 
cisci fei Andreas Joliannis Taiiis 
operarius A. MCCOCXXXXIIII.” 
See tlie engraving iiiRosini. Della 
Valle further notices a crucifix in 
the refectory of S. Martino at 
Sienna ordered of Sassetta in 1433. 
See Vol. III. 44. 

^ Another picture in tlieLombai-- 
di collection representing the Vir- 
gin and child between six angels 
and two saints at the sides (injured) 
reminds one of the frescos of the 
Porta Romana. 

Wo may also mention here again 
the Berlin Museum panel No. 1122. 
assigned to Domenico di Bartolo, 
see note to p. 57. with reference 
to its upper part being more like a 
production of Sassetta than one 
by any other Siennese that we 
know. 

® The fresco is much injured. 
The Virgin bends in pious reve- 
rence to receive the crown from 


the saviour, of whose head alone 
there arc still traces. Angels and 
prophets and clergy attend behind 
the Virgin; whilst similar grou])s 
bcliiiid the Cdirist are partly ol)- 
litcratod, partly altered by dam]). 
In the lowor foreground SS. Ber- 
nardino and Oatherine of Sienna, 
severally head groups of saints. 
The whole fresco on the outside 
of the gate is in a recess the vault- 
ing of which still contains a few of 
tliG angels originally painted there. 
The remaining notices of Sassetta’s 
life arc short: 1427. Design for the 
font in S. Giovanni at Hiciina (Doc. 
Sen. II. 244). ~ 1428. Ho is free of 
the painter’s guild (il). 1. 48). 
1433. Altari)iGce for a private 
chapel in the Duomo (ib. IE. 244). 
— 1440. Drawings for a glass win- 
dow in the Duomo (ib. Tl. 108). — 
1442. Colours for the Duomo (ib. 
II. 244). — 1444. Jhnniardino in 
tho Hospital church of S. M. della 
Scala (ib. 245). — 1447. Order for 
the paintings of the Porta Romana 



Chap. III. 


SANO DI PIETRO. 


77 


blit that we lind a lower, and Pietro di Giovanni Pucci 
is to be reckoned amongst the followers of Stefano di 
Giovanni,^ 

One of his better pupils was Ansano or Sauo di Pietro 
di MenciO; whose power of multiplication seems little 
short of miraculous. Born in 1406/ buried in 1481/'^ 
his life offers no very great variety of incident. He 
worked for most of the public bodies and religious in- 
stitutions of Sienna, and there are not less than forty- 
seven panels by him in the Academy of that city. 

His style oscillates between that of Vecchietta and that 
of Sassetta, but he took most from the latter, rivalling 
the carefulness, improving the types and expression, of 
his predecessor. His frescos are as like arras as those 
of Simone or Lippo Memmi. They are variegated, richly 
adorned, hut almost shadowless. Round heads, deficient 
in the frontal projections, are heavy for frames that di^ 
minish feebly to the feet. Easy curves of meandering 
folds form the comparative attraction of draperies; and 
in panels, the colour is fused, transparent, and careful; 
nor is it possible to find, even in Simone, more exquisite 
tracery or more finely cut coigns for the stamping of 


at Sienna (il). ib.), — 1450. Sasset- 
ta’s death (ib.II. 274). — 1452. Ar- 
hitratiou for the price to be paid 
to Sassotta’s heirs for the Porta 
Roinana frescos (ib.il).). — 1459. 
Record that the frescos still remain 
unfinished III. 307. — No. 102. 103. 
4— -5. 137. in the Sienna Acad, seem 
to be works of Sassetta or of his 
atelier. 

* He adds to the ugly types of 
Sassetta, rigidity and hard outlines 
and he substitutes to liis master’s 
transparence of colour a disagre- 
ablo opaqueness. His extant works 
ai’e: a life size S. Bernardino in the 
Academy of Sienna (No. 145) in- 
scribed; “PetrusJohannis pinxit.” 
a similar figure, in the choir of 
the church of the Ossorvanza 
signed: “opus Petri Johanne Senis 
MUCCCXXXVIIII”; — a third in 
S. Francesco of Luciguano, whore 


the saint tramples on three epis- 
copal mitres with the inscription: 
“Petrus Johannis de Senis p. 
MCCCCXLVIIL”; — a dull and 
poor Adoration of the shepherds, 
with S. Galgano on the right is on 
an altar to the left of the portal in 
S.Agostino of Asciano. Della Valle 
(Lett. San.II..197) records two fres- 
cos painted by Pietro di Giovanni 
Pucci in the infirmary of the Spe- 
dale of S. M. della Scala. It is to 
Pietro (one should conjecture from 
the stylo) that we owe the repainted 
figure of the dead Emperor Bar- 
barossa in Spinello’s fresco at tbe 
Palazzo Pubblico at Sienna. 

* Doc. Sen. IL 279. 

3 Ib. II. 388 — 90. His name is 
Sano di Pietro di Mencio, and he 
is not the son of Pietro Lorenzetti 
as Della Valle asserts (Lett. San, 
II. note to p. 229). 
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nimbuses. An agreable tenderness in the delineation of 
females sometimes redeems the more vulgar errors into 
which Sano commonly falls; and he fairly succeeds in 
such religious subjects as a Paradise; or a Coronation of 
the Virgin; and gives some greater charm to the form of 
an angel than to that of an attendant saint. It has been 
usual to call him the Angelico of Sienna; and this may 
be true; if the name be meant only to suggest a contra^J; 
between his productions and the coarser ones of some of 
his cotemporaries. An early Virgin and saints ; ordered 
for the convent of S. Girolamo of Sienna in 1444; showy’s 
him to have been active at that time in the production 
of the partitioned altarpieces characteristic of the taste 
of his countrymen.^ A fresco of the Coronation in the 
groundfloor of the Palazzo Pubblico is of the following 
year; and the most important of all Sano’s labours.* 
Some grace in the movement of the bowing Virgin is 
allied to a feeling immediately akin to that of Sassetta. 
Finer and better preserved, however; is the Madonna, 
SS. Jerom and Bernardino in a chapel to the loft 
of the portal of the convent -church delP Osservanza.*^ 
Another careful Avork is a S. Bernardino in the sacristy 
of the Duomo at Sienna. The most successful of the 
pieces in the Academy is the Ascension of the Virgin of 
1479;^ and there are many interesting specimens of his 


^ No. 157. 158. 159. Sienua Aca- 
demy, inscribed: “Opus Sani Petri 
de Senis MCCCOXUnil.” 

® A long inscription at tlio base 
of this fresco exists and is given 
with tolerable correctness by Della 
Yalle (Lett San. II. uote.to p. 230). 
It concludes: “Opus Sani Petri 
Senis M^CCCCXLV.” The two 
inincipal figures are in front of a 
vast throne at the back of which 
arc numerous angels. Seraphs, pro- 
Ijhets, and saints attend at the 
sides. Cherubs and other inmates 
of paradise play in the spandrils 
of the arch forming the recess; and 
the whole scene is guarded, as it 
were, hy a large S. Catliorino 


(repainted in the HcvonUuuitli cuui- 
tury) and S. Pernavdiuo. 

The Virgin and aiigcd annun- 
ciate- are in the medallions of the 
spandrils. The predcUa is romo- 
vod and now stands as base to a 
picture of 1413 in the sanu^ chnvoli, 
which may be assigned to Taddeo 
Partoli (fSeo autoa H. note 2 to p. 
170). Some otlicr pieces ))y Hano 
arc in the Sacristy of tlie cliurcli. 

Nos. 148. 149. Academy; — in- 
serihed : “Sani Petri piuxit — ((ucs- 
ta tavola a fata fare suoro Uatista 
di Benedetto' do’ nohiU da Litiano 
MOCOOLXXVmi.” This altar- 
2 )ieco was in the church of W. Pe- 
tronilla. The remaining panels 
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manner in tlie sacristy of S. Francesca at Grualdo,^ in the 
collegiate church of S. Quirieo near Sienna,® in the Duomo 
at Pienza,® in SS. Pietro e Paolo of Buonconvento,^ in many 
other places of the Siennese territory, and in most public 
and private collections in England and on the Continent.^ 
In 1428, at which date Sano was already free of his 
guild, his model was taken for the font in the Baptistery 
of S. Giovanni at Sienna.® He acted as umpire for Sas- 
sctta in 1433,® and as.Vecchietta's assistant in 1439.'' In 
1452, he valued, and is said to have finished subsequently, 
the frescos of the Eoman gate.® He was not unacquainted 
with Fi’ancesco di Giorgio or Nerroccio.^® He was, in fact, 


in the Academy are Nos. 146. 147. 
150. 151. 152. 153. 154. 156. 166. 
167. 196. 197. 198. 207. 209. 213. 
215. 219. 220. 223. 234. 235. 236. 
240. 241. 242. 243. 249. 251. 252. 
254. 257. 268. 272. 279. 280. 282. 
283. 287. 288. 289. 290. 

1 This is a much damaged (by 
three splits) lunette under the false 
name of Alunno representing the 
coronation of the Virgin with two 
monks in prayer on the foreground 
riffht and left of the principal 
group. 

2 Above the lateral portal of the 
transept. In a lunette, the Virgin 
and child between fSS. James, Nico- 
denius, a kneeling female (left) and 
two other saints (right) : above, the 
Resurrection and Limbo. In a pre- 
della, scones from the Passion, 

3 The Virgin and child between 
the Magdalen, Jame.s the elder, 
James the less, and S. Anna. In a tri- 
angular pinnacle a half length 
Christ <and angels; in the predella, 
a medallion of Christ and figu- 
res of the annunciate Virgin and 
angel: with a doubtful inscription 
“Sani Petri.” 

4 Virgin and child. The sides, 
SS. Bernardino and Catherine, in 
the sacristy. 

® Sienna, S. M. Maddalena: 
Conservatorio. Altarpiece (wood) 
by Sano. Subject: the Virgin and 
child between SS. John the Bap- 


tist, Helena, Jerom and Bernar- 
dino. — Paris Louvre. MusJe 
Napoleon III. Ex-Campana No. 1 00. 
This is an episode from the life of 
S. Jerom also by Sano. — Gallery 
of late H. R. H. Prince Albert 
(Manchester. 55), Virgin, child, and 
saints (fom Kensington) : Mr. Ful- 
ler Maitland (Manch. 56), S. Peter 
restoring Tahitha. — Sir J.Boileau 
(Manch. 69), a miracle from the le- 
gend of S.Chiara. — R o m e, Museo 
Cristiano, press. No. VIIH. various 
small panels. — Dresden, Museum 
Nos. 2.3.4. 7. 8. 9. — Berlin, Mu- 
seum 1068. 1120—1121. — Ram- 
bous, Cologne, Nos. 130—2. 134 — 
143. — Altenburg (Saxony). Lin- 
denau collection, by Sano, No. 16. 
Visitation. No. 38. Virgin, child, 
and Baptist. No. 50. Virgin, child, 
four angels , and two saints ; the 
two latter falsely assigned to Gio- 
vanni di Paolo. 

® Doc. Sen. I. 48 and n. 388. 

Ib. n. 244. 

» Ib. U. 388. 

® Doc. Sen. II. 274. Thereisproof 
that the frescos were unfinished in 
1459 (Doc. Sen. II. 307), yet, Della 
Valle affirms that Sano’s name 
and the date 1429, .are on them 
(Lett. San. II. 229). The annot. of 
Vasari state that Sano finished the 
work in 1460 (VI. 183). But no one 
could now trace his hand there. 

*0 Doc. Sen. H. 366. 
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an industrious mediocre man, the number of whose 
productions must have gone far to make the lives of 
other and less rapid painters dubious and uncomfortable.^ 
Amongst a mass of still less distinguished individuals 
who were his cotemporaries and sometimes his aids, Gio- 
vanni di PaolO; called del PoggiO; and Giovanni di Pietro 
deserve but a passing glance. The first of these was al- 
ready in practise in 1423;^ and on the roll of Siennese 
art in 1428.'^ His death followed closely on that of SanO; 
in whose service he laboured in 1447.-^ His strange fancy 
in composition; and his epileptic vehemence and awkward- 
ness in the delineation of action are betrayed in a Last 
Judgment of 1453 at the Siennese Academy/'^ and in many 
other panels abroad; such as those in Mr. Ramboux^s col- 
lection at Cologne.® He was a miniaturist; as his style 
might lead one to believe, and he derived his manner ap- 
parently from that of Taddeo Bartoli’s adoptive child 
Gregorio of Lucca; yet, it is possible to agree with Ricci,'^ 


* See as to miniatures Ijy Sano 
Doc. Sen. H. 382—3. 385. and Vas. 
Com. VI. 224. 236. 238. 240. 242. 
348—9. 

2 Vas. com. VI. 186. 

^ Doc. Sen. 1. 48. 

Doc. Sen. I. 375. 

^ No. 139. Tliere are numerous 
pieces in tlie Academy ])osidcs the 
above, i.e. Nos. 140., inscribed with 
his name and the date 1453, 141. 
142. 143. 144. 188. 202 — 4. 216. 
222. 226. 230. 237. 250. 255. 266. 
269—70. 285—6. 293. The com- 
mentators of Vas. ub. sup. (VI. 
309 assign to Gio. di Paolo on the 
ground of similarity ’of style minia- 
tures of anAntifoner originally in 
the Eremitani of Lecceto, now in 
the Sienna library, and of an office 
for the dead, in the same reposi- 
tory, see an illustration in Rosini 
(8tor. ub. Sup.) in. p. I. p. 22. 

® In this collection, one finds by 
him, panels as follows: 113—121. 
123. 129. — In the sacristy of tho 
church of Castiglione Fiorentino, is 
a picture in separate parts; sub- 
ject; the Virgin and child SS. 


Catherine (recalling Gentile da Fa- 
briano) female saint, and S. Mi- 
chael (much injured). On the panel 
containing tho Virgin, one' reads: 
“opus Joliaiinis de Senis A. D. 
MCCGCLVH (U57).’» 

A panel (small) by Gio di pu(>l(> 
is (under the name of Gontilo da 
Fabriano) in possession of Mr.Far- 
I'cr in London. Subjeets tJie An- 
nunciation and the Expulsion of 
'Adam and Eve from Paradisic In 
the same style is an Adoration of 
the magi, from the North wick col- 
lection and now belonging to Mr. 
Fuller Maitland. 

Memorie, ub. sup. 1. 163. This 
may be the place to notice anew 
I a B. George and dragon assigned 
to Balvanollo (note to p. 180. Vol, 
I. of the present work) in B.Cristo- 
foro of Sienna. This pictures is re- 
miniscent of Pisancllo and Gentile 
da Fabriano; yet seein.s Bicnne.se. 
It might be by Giovanni di l^•lolo, 
if it be admitted that he studied 
under Gentile da Fabriano. 

Wc may mention also in con- 




Chap. III. 


MATTEO DA SIENNA. 


81 


that he was at the school of Gentile da Fabriano. 
He may also be conjectured with reason to have taught 
another miniaturist whose vellums adorn the choral 
books of the cathedrals at Sienna and Pienza; and by 
whom a Virgin, child, and saints was preserved in 
latter years by Signor Toscanelli at Pisa.^ As for Gio- 
vanni di Pietro, it will be sufficient to call attention to 
his Vii'gin of Mercy in the choir of S. M. de’ Servi at 
Sienna. As an independent artist he scarcely deserves 
notice; but he was the companion of a master 
of some renown; and his humble aid was of service 
to Matteo di Giovanni di Bartolo.^ Eational and staid 
in dealing with quiet religious scenes, Matteo was the 
best -Siennese painter of his time. In this sense only he 
might claim to be called the Ghirlandaio of the rival re- 
public. But when he ventured to diverge from the path 


nexion with the name of Giovanni 
di Paolo, an annunciation, half 
lengths of SS. Peter and Paul, 
Christ crucified between the Vir- 
gin and Evangelist, gables of an 
altarpiece the sides of which, re- 
presenting S. J ohn the Baptist and 
S. Bernardino, are attached to a 
central Virgin already mentioned 
in Lorenzetti. These pieces are all 
in the sacristy of S. Martino at 
Sienna. The annunciation is a 
copy of one by Simone handled in 
Giovanni di Paolo's manner. In the 
same sacristy is a large crucifix in | 
the old style with the pelican, and | 
“graffiti” of angels at the sides 
also in the style of Giovanni di 
Paolo. Between the Crucifixion 
and the forementioned Annunci- 
ation, an Ascension in Asciano 
might he named. It has already 
been alluded to in the life of Bom. 
diBartolo. A hook-cover of 1444, is 
in the ninth Press of the Museo 
Cristiano at Rome, representing 
the Annunciation, apparently by 
Giovanni di Paolo. There are two 
pieces in the Lindenau collection 
at Altenhurg properly assigned to 
our artist. No. 73. Virgin, child, 
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and Baptist. No. 90. Virgin, child, 
and saints. 

^ Pellegrino Mariani’s only au- 
thentic picture, above cited, is aVir- 
ginand child between SS. John the 
Baptist and Bernardino, with Christ 
crucified between the Virgin and 
Evangelist, inscribed: “Pellegrino 
MarianideSenisMCCCCLXXXX.” 
The execution is inferior to, but like 
that of Gio. di Paolo. There are 
records of his industry in Sienna 
from 1449 to 1492 the date of his 
death. He painted miniatures for 
the Buomo and Hospital of S- M. 
della Scala; and copious notices ot 
him are in Doc. Sen. (11. 379 — 80 
— 2. 386— C.) and in com. to Vas. 
(VI. 221. 223. 227. 229. 237. 344—5). 

2 He was companion to Matteo 
I of Sienna (Doc. Sen. II. 279), and 
is described as such by Matteo him- 
self in 1463, and in records of a later 
date (1457, Doc. Sen. II. 373). His 
Virgin of Mercy at the Servi is 
signed “opus Johannis d. Petri 
MCCCCXXXVI”, but this inscrip- 
tion is repainted probably on tbe 
old lines. The tempera is spare 
and grey but the panel has sxiffered 
from repainting. 

c 
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in which he could hope to avoid the more glaring faults 
of his comrades; when, tired of delineating Virgins 
and angels; in which tenderness found its natural 
place; he chose subjects requiring dramatic power; he 
betrayed his education in ill-balanced and over-charged 
composition; in confused groups; and in violent; yet un- 
natural action. If he sometimes resembled Vecchietta and 
Benvenuto, because he gave little pliancy to the human 
shape; and little style to drapery; if grimace often 
resulted from his attempt to realize expression; he 
frequently displayed a softness and feeling characteristic 
of Sano di Pietro whose manner he may be said to 
have assumed and improved by modernizing it. He 
certainly shows that the progress of Italian art had 
not remained unheeded or unstudied on his part; yet 
when w^e compare Matteo with Domenico GhirlandaiO; or 
the Siennese of the fifteenth century with their cotompo- 
raries at Florence; it becomes plain that scientific principles 
were not substituted soon enough in Sienna to the reli- 
gious sentiment which gave originality and power to 
Duccio and some of hrs successors. But to say that Mat- 
teo; as chief of his clasS; was far behind the Florentines; 
is insufficient. The low level; kept by his countrymen 
at the close of the period at which we have arrived; was 
such that; whilst the Umbrians whom they had at first 
governed; fell off from their allegiance; the Perugians suc- 
cessively rivalled; distanced; and overcame them. Sienna 
thus persistently rejected the examples of Florence from 
the earliest to the latest age; and when; in a sinking state, 
she acknowledged a supremacy, inevitable as well as 
beneficial, she swore fealty to Perugia, retaining the 
humble position of vassal, content in the exercise of ta- 
lents second to those of the great Vannucci, and as far 
below those of Padua in the scientific branch, as they 
were below those of Venice in the gift of colour. Matteo, 
however, was but half a Siennese, being the son of a 
tinman of Borgo S. Sepolcro, and perhaps a native of the 
town the name of which derived lustre from Piero della 
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Francesca.^ He is supposed to have seen the light not later 
than 1435*3^ and this belief is based with some security 
on an income*paper of 1453^ in which Matteo describes 
himself as a stranger with Giovanni di Pietro for 
his assistant at a hired lodging in the Palazzo Forte- 
guerri.'*^ Their joint labour was expended in 1457 on a 
chapel dedicated to S. Bernardino in the Sienna Duomo.-* 
But Matteo’s fame and affluence increased at a later 
time ; and his best works are of the close of the century. 
His oldest authentic picture, indeed, is an enthroned 
Virgin attended by numerous angels, long in S. Maria 
de' Servi at Sienna, but now in the Academy. His 
signature, with’ the date of 1470, is still legible 
there but it is not upon this injured panel that we can 
found our judgment of Matteo's style; and the Madonna 
della Neve, which he finished for the Brotherhood of that 
name in 1477, is preferable for the symmetry of propor- 
tion, choice of type, and natural air of figures better 
draped than usual, and coloured in dark and flat but well 
fused tones. The idea of a Virgin ^^of the snow^^ is of 
respectable antiquity in legendary church lore; having 
been first suggested in the fourth century, wdien the pa- 
trician John and the Pope Liberius were simultaneously 
directed by the vision of Mary to a spot on which tlie 
church of S. Maria Maggiore in Rome was to be erected, 
a spot easy to be recognized by the coat of snow that 
was found upon it. The incidents of this legend, once 
the subject of Gaddo Gaddi’s mosaics in S. M. Maggiore 
at Rome, were represented by Matteo in the predella 
of the altarpiece under notice, separated from it later, 


1 We may refer in.tliis place to 
the Virgin and saints, at S. Agos- 
tino of Asciano , and two or three 
other works related to that one at 
Borgo S. Sepolcro, for the purpose 
of remarking that there is a like- 
ness between those pieces and one 
by Matteo, of which notice will be 
taken , at S. Maria della Neve in 


Sienna. Matteo , therefore, might 
pretend to the authorship. 

2 Doc. Sen. D. 372. 

3 Ih. 11. 279. 

4 Ih. n. 373, 

® No. 179 inscribed: 

“ Johannis de Senis. 

pinsit. MCCCCLXX”, 

6 * 
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and seen by Della Valle in the Casa Sozzini at Sienna^ 
but since witlidraAyn from ken.^ 

A few years after (1479); when the enthroned S. Bar- 
bara; with her attendant saints, was completed for the 
Dominicans of Sienna, Matteo might still be distin- 
guished for giving comeliness to female saints, an 
unstrained deportment to ministering angels, and rich- 
ness to the adornment of vestments.^ Yet, he still 
lacked power; and his careful colour remained as before 
unrelieved by shadow. A Madonna amongst saints, in 
a chapel of the church for wdiicli the S. Barbara was de- 
picted, offers similar qualities allied' to greater precision 
of hand.^ 

But, if we pass from these quiet holy scenes to others, 
in which movement is required, there Matteo is at fault. 
He repeated the Massacre of the Innocents several times ; 
once in the altarpiece of a cliapel at S. Agostino of 
Sienna, dated 1482;^ again in S. Maria de^ Servi of Si- 
enna in 1491;^ a third time in a picture at the Naples 
Museum.® In all these he combined incidents in a con- 


t Della Valle (Let. San. III. 58). 
The altarpiece without the pre- 
della is still iu its original place, 
iu good preservation , and in- 
scribed: “Opus Matei de Senis 
MCCCCLXXVII.” The figures are 
life size. Sixteen angels are about 
the enthroned Virgin and child, 
some with flowers, others with 
snowballs, one of which the infant 
Haviour grasps. The attendant 
saints, kneeling and standing, are 
Peter, Paul, Lawrence and 
Catherine, the two latter not with- 
out feeling in pose or expression. 

2 See the order for this work in 
Nov. 1178 ill Doc. Sen. II. 36L 
This altai-piece represents S. Bar- 
bara (lifesize), amongst angels 
(two of whom crown her) between ‘ 
SS. Mary Magdalen and Catherine 
of Alexandria. It is in S. Dome- 
nico ; its lunette, the adoration of 
the Magi, on a picture by Ben- 
venuto (see antea). The S. Bar- 


! bara is inscribed: “Opus Matei de 
Senis MCCCCLwXXVIIir’. 

3 This piece represents the Vir- 
gin and child adored ]>y the kneel- 
ing SS. Jeroni and Baptist. Tlireo 
vertical splits arc in the panel 
which is in the cap])olla PlaciiU of 
S. Domenico. The lunette is now 
on a picture by Girolamo di Ben- 
venuto in the cappella S. Cateriua 
of the same edifice. 

4 This “massacre” is signed: 
“Opus Matei Johannis ’ de Senis 
MCCCCLXXXII”. 

® Signed on a scroll: “Opus Mat- 
tel Joaimis do Seni-s. 1491.” Hero 
Herod sits in the centre of the pic- 
ture,* whereas in S. Agostino lie 
sits at the left side. In a hiuotte 
is the adoration of the Magi. 

® It has boon supposed from the 
presence of this jiieture at Naplo.s 
(before it reached the Miusoum, it 
was in S. Cateriua a Formcllo) 
that Matteo was at Naples. (See 



S i; ‘ l.’b il;- , Saiiiih .lua .in altavpitict! by di Giovaiiui lu 

S I tom-r* iico of Sietiii a 
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fused and unsatisfactory manner. The action is unnatural ; 
the idea grotesque; the expression grimace. Architec- 
ture; studied from old models; is applied without know- 
ledge of perspective; and the absence of systematic ac- 
quirements in this respect is perhaps- the cause wdiy 
Herod appears to exceed in stature the nearer figures of 
soldiers and of women. Anachronisms of costume are 
not compensated by taste; nor is the dry bone of form 
animated into any sort of life. 

It is a relief; indeed; to pass from these unsuccessful 
efforts at rendering instant motion to such religious 
themes as that of the adoration of the Virgin in the Si- 
enna Academy, 1 or the Madonnas of the Palazzo Pub- 
blico^ and Palazzo Tolomei in the same city;*** or of the 
Duomo at Pienza.-* There is hardly a church or a brother- 
hood in the Siennese country that may not boast of a 


Dominici’s lives.) It is also af- 
firmed that, being in oil and dated 
1418 (Dominici ap. Della Valle), 
hlattco is entitled to all sorts of 
praise, but even Della Valle sug- 
gests that the date of 1418 is wrong 
(Let. Sen. III. 57); and truly, re- 
painted and tampered with as it 
has been, it runs: “Matteus Jo- 
hanui de Senis MGCCC... XVIII”. 
We cannot even say whether this 
picture be an original or a copy, 
and the absence of any other works 
of Mattco at Naples would prove 
that ho never was there. Another 
copy of this massacre of the Inno- 
cents under Matteo’s name is at 
Schleisshoim, — No. 1134, a copy 
on canvass in oil, of a later period. 

i No. 175. This is one of Mat- 
teo’s best panels in the galleiy of 
his native place, the nudes being 
careful and of Umbrian softness in 
movement and outline. The action 
is comparatively good and free, 
the colour a little grey and flayed. 
The piece may be found engraved 
in Rosini. The remaining pictures 
in the academy of Sienna are four 


Madonnas with saints severally 
numbered 176. 7. 8 and 263. 

2 The Virgin and child is at- 
tended in rear by four angels. The 
picture is on a pilaster of the hall 
painted by Spinello Aretino. The 
date of 1484 is on the work ; but 
no name. 

2 This is also a Virgin, child and 
angels. 

^ The Virgin and child are eii- 
thi’oned between SS. Mathew and 
Catherine, Bartholomew and Luke. 
In the lunette is a flagellation and 
in the predella three medallions 
of the Ecce homo. Virgin, and Ev- 
angelist. On the border are the 
words: “Opus Mathei Johannis de 
Senis”. Stains are on the faces of 
the child and of the Virgin; the 
blue cloak of the latter being re- 
painted. The green drapery on the 
shoulders of S. Mathew is likewise 
renewed; the mouth of S. Luke 
repainted and his head stained. 
Another picture said to be in the 
Compagnia di S. Giovanni at 
Pienza not seen by the authors, is 
said to he better than the fore- 
going. 
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panel by Matteo ; ^ nor is it difficult to study him abroad ; 
for there are works of his in England,^ Two pieces 
in the Museum of Berlin seem; on the other hand; loss 
due to Matteo than to Guidoccio Cozzarelli.^ 

Of this inferior person; however; it will be unnecessary 
to say much; except that he was a painter of altarpieccs 
and miniatures. His stjde makes a feeble approach to 
that of Matteo. A genuine Madonna and saints of 1486 
is in Mr, Ramboux^s Gallery at Cologne; besides wliich 
the Sienna Academy comprises a largo but not very 
interesting number of his compositions."* 


. ^ In S. Domenico of Sienna there 
is an altarpiece of which the cen- 
tre is by Francesco di Giorgio and 
the predell a probably by Fungai. 
The lunette (Christ supported on 
the tomb by two angels, between 
SS, George and Mary Magdalen) 
is in Mattoo’s style. Taia (Guida 
ub. sup. p, 149) says indeed that 
the work was begun by Matteo in 
1409 and completed by Signorelli, 
but as to the latter point — cj[uery. 

2 In the hands of Mr. Farrer in 
Loudon, but exhibited under No. G4 
at Manchester, is a Virgin and 
child between SS. John the Bap- 
tist and Michael, a very pretty 
little piece by Matteo. 

^ Matteo died in 1495. (Doc. Sen. 
U. 373.) He is author of one of the 
sybils in the pavement of the 
Sienna duomo. (1483.) (lb. 16 and 
378.9.) The pictures above alluded 
to are No. 1126. 7. Berlin Museum, 
of little iuterest and much repaint- 
ed. 

He is the author of the Lybian 
sybil in the pavement of the 
•Sienna duomo (1683), Doc. Sen. II. 
379, and see for his miniatures 
Doc. Sen. II. 382—6, and Vasari 
VI. 184 and following. The picture 


alluded to in the text is No. 148 in 
the Ramboux collection, signed: 
“Opus Guidoccius Joan. . . 
M.CCCCLXXXVr’. Further in 
the same gallery No. 158. 9. In tlie 
Sienna academy No. 164 (Virgin 
and saints) is inscribed ; “Guidocius 
piiixit. A. J). MCCCCLXXXIl. De- 
cemhris.” No. 168. 170 and 264, are 
book -covers assigned to him. 
No, 171, a S. Francis; 192. 3, a S. 
Sebastian and a Virgin. No. 231, 
also a Virgin; 253, a S. Oatlieriue. 
An adoration of the Magi in the 
Royal Palace at Stockholm (No. 
633. wood, tempera), split in four 
places, catalogued iindor the name 
of Ghirlandaio, is really ])y Gui- 
doccio. The surface is imicli da- 
maged and ill part totally scaled. 
It is a feeble and rude work even 
for Gnidoccio; iigures about a 
quarter of life size. This piece is 
to be transferred to the New 
Museum. - A Virgin and child be- 
tween S. Anthony of Padua and 
‘another saint in the gallery of 
Count Paul Strogauoif at S. 
Petersburg (wood, tempera, half- 
lengths on gold ground, a tliird of 
life size) assigned to Matteo da 
Sienna, is handled in the feebler 
manner of Gnidoccio. 
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CHAPTEE IV. 

OTTAVIANO NELLI. 


If, retrospectively, we cast a glance upon the field over 
which the influence of Siennese art was felt, we shall 
perceive that its expanse in the fourteenth century was 
considerable, and that its centre was Sienna. During the 
subsequent period, in which some choice talents illustrated 
Cortona and Borgo S. Sepolcro by introducing Floren- 
tine blood into the Umbrian stock, the point of radiation 
was displaced. We trace an imaginaiy line from Gubbio 
over the Appcnnine to S. Severino and Camerino, recros- 
sing the hills to Foligno and Gualdo. The spiral thus 
drawn centres in Perugia. Along that line the Umbrian 
school developed itself on the old Siennese basis; and, 
with hardly any dependence on Florence, silently and 
slowly grew. On the track of Palmerucci and Nuzi, Ot- 
taviano Martini, and Gentile da Fabriano inherited and 
kept alive the traditions of Oderisio. Impassive, and 
averse from change like their cotemporaries of Sienna, 
following the vein of thought and technical method, opened 
and bequeathed to them by their precursors, they con- 
tinued to neglect the scientific innovations originated in 
Florence, and still imagined that perfection consisted in 
blight contrast of colours, copiousness and delicacy 
of ornament, minuteness of design and tender fusion 
of flesh tints. Composition, perspective form, or relief 
by light and shade, were as nothing compared to the 
aim of delineating a languid tenderness or affected grace. 
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We shall endeavour to follow OttavIanO; Gentile; Alunno; 
and others of less note, whose art was the prelude to 
the excellence of Vanucci's. Ottaviano, son of the Gub- 
bian Martino Nelli; whose name has already found a 
place in this history; was in the full swing of his 
career in the rise of the fifteenth century; and has left 
us an example of his skill at that time in a wallpaint- 
ing of the Virgin amidst saints (called del Belvedere); 
now under glass in S. Maria Nuova of Gubbio. A gay 
variegated miniature; in which bright mixtures of second- 
ary and tertiary colours form a checquered but unshaded 
pattern; airy unsubstantial figures in dresses of cob-web 
texture; thrown with flowerS; fringed out into leafy bord- 
ers ; a simple combination of saints and angels of different 
sizes cast symmetrically on a blue diaper ground — such 
is the masterpiece of Nelli; a masterpiece in which some 
headS; as those of Anthony the abbot and his attendant 
companion; are not without calm repose; in which the 
Virgin and child gaze primly and prettily enough; and 
the whole is finished with an industry recoiling from no 
detail.^ Four years before the date of this work (1408 — 4) 
Ottaviano had been busy at Perugia; on the armorial 
bearings of no less distinguished an employer than Qian- 
GaleazzO; Duke of Milan.- At S. M. Nuova; his patrons 
were the Pinoli; whose portraits are in kneeling profile 
at the sides of the picture. A fair rcputC; not only as a 
master; but as a citizen; seems to have been conceded to 
Ottaviano; and the registers of the Gubbian municipality 
prove that Nelli had been elected consul in 1410.'* Whether 

* On the ed^e of a striped carpet gone. The head of the patron to 
on which the groups rest, one the right is damaged, and the hrowu 
reads: Ottavianus Martis Eiiguhi- mantle of S. Anthony is overpaint- 
nus pinxit ano Dni MC . , . III.” ed. A chromolithograph of a largo 
(may be 1404.) The fusion of the portion of the picture is in the col- 
tones shows that this was not a lection of the Arundel Society witli 
fresco, but a tempera on the wall, a life of the artist by Mr. l^ayard. 
The outlines are excessively tine, Record in Mariotti Lott, p'ittor. 

the hands defective, the limbs ub. suj). 44. 
puny. The lower part of the Vir- ^ Ruonfatti (Luigi), Memoric sto- 
gin’s dress is injured and retouch- riche di Ottaviano Nelli. 8‘’, Gnb. 
ed, and the gilding of the hems 1843. pp. 8. 21. He filled a similar 
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it "be true or not that he then finished the Virgin of 
Succour in S. Agostino of GubbiO; the canvass itself does 
not decide; because on its restoration in 1600 by Pier- 
angelo Basili/ eight new personages were introduced ; and 
the whole piece was deprived of its original character;- 
but a wall tempera of the Madonna with saints, angels, 
and small souls from purgatory on the sides of the 
church, though a feeble effort, bears the impress of Ot- 
taviano's school;^ whilst the choir of the holy edifice is 
covered with scenes chosen from the legend of S. Au- 
gustin, in most of which, and particularly in a death of 
S. Monica the pencil of Nelli's scholars may be dis- 
cerned. This series bears no date, but may be considered 
as of a later time than the Madonna of S. M. Nuova, whilst 
it betrays less practise than that of Foligno, of which 
the date (1424) is precisely ascertained.^ In both places, 
the Siennese character is predominant In the figures and 
their arrangement; and the composition is reminiscent of 
those with which Taddeo Bartoli flooded the country ge- 
nerally.^ The traditional belief, that Gentile da Fabriano 


office in 1433, 1440 — 1444. Repo- 
sati in Afariotti, iifi. sup. note to p. 
46. He was also “provveditore” 
and inspector of tlie Hospitals of] 
Gubbio in 1441. . Priv. note by 
Sign. Buonfatti. 

* Buonfatti, ub.sup. 9. The piece 
is on canvass. 

^ The same subject in a panel at 
S. Francesco of Montefalco lias 
been given to Ottaviano, but re- 
minds us of similar ones common 
to Umbria in tlie .sixteenth century, 
ox. gr., one of 1606, seen by the 
authors at Rome, in the ex-Cam- 
paiia collection, by Giovanni di| 
Monte Rubiano. It (the Montefalco 
Madonna) has, besides the Umbri- 
an charactex', an inscription as fol- 
lows:^ “Griseyda S. Bastiani f- f. 
pro aiabus dicti S, Bastiani Tax*- 
quini Peritei et Francesebini. A. 
D. M.D.X,’’ 

3 One of the souls from purga- 
tory is recommended by an angel 
to the Virgin. 


4 In the apsis bend, the subjects 
are: 1. Vision of S. Monica. 2. fS. 
Augustin at Carthage. 3. Meeting 
of S. A. and S. Ambrose. 4. Bap- 
tism of S. A. Sides: 1. Augustin’s 
return to Tegaste. 2. Consecration 
of S. A. 3. His Consecration 
as bishop of Hippona. 4. Death of 
S. Monica. 5. Dispute of S. A. with 
Felix. 6. Death of S. A. 7. Trans- 
fer of hi.s body to Pavia and mi- 
racles. In this last fresco many 
parts are restored and much of the 
gold ornament is new. One of the 
monks in the second row of those 
carrying the body (profile^ is new. 
A broader , but more hasty execu- 
tion characterizes the ceiling, part 
of the lunettes, and the vaulting 
of the entrance arch; and, as Sig- 
nor Buonfatti observes, these parts 
resemble in style and handling the 
work of Jacopo Bedi, who, in 1468, 
furnished some extant paintings in 
S. Secondo cemetery at Gubbio. 

® A fresco of the Virgin and child 
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assisted Ottaviano in the choir of S. Agostino, rests on 
very insufficient grounds; for Gentile would scarcely have 
been subordinate to Nelli after the fii'st yea,rs of the 
century. There is, however, one fresco in S. M. della 
Piaggiola, outside Gubbio, of the Virgin and child adored 
by two angels, where, in spite of serious injuries attri- 
butable to various causes, a more vigorous handling and 
better proportions are to be found than in the Madonna 
of S. Maria Nuova. It has been assigned to Ottavi- 
ano,* and might indicate the presence of Gentile. In any 
case, this production, if truly by Nelli, would be his most 
successful effort. That Ottaviano had changed his re- 
sidence from Gubbio to Urbino in 1420 is proved by co- 
temporary records. His long intercourse with that capital 
and with the rulers of the duchy is illustrated by frag- 
mentary evidence; by a memorandum of his connection 
with' the Brotherhood of S. Croce (1428—32),'* and by a 
letter in his own hand, addressed to Catharine Colonna, 
wife of Quid’ Antonio di Montefeltro (1434), referring to 
the pictorial decoration of the church of S. Erasmo, about 
three miles from Gubbio.'* Time has robbed us of all 
marks of his passage at Urbino; and the frescos 
of S. Erasmo, if ever they were carried out, have ceased 
to exist; but Ottaviano had in 1424 been entrusted 
by Corrado de’ Trinci with a commission to adorn 
the chapel of his palace in Foligno, and the series of 
episodes derived from the legend of the Virgin, with 
which ho filled the walls, still attests the mediocrity of his 
powers.* Were it not, indeed, that tlioso dim and ill- 


recently recovered from wliite- 
wasli in S. Agostino to the right of 
the portal, seems originally to have 
been painted at the Scame period 
as those of the choir, hut by a more 
careful hand. It is too much damag- 
ed to warrant an express opinion. 

^ Buonfatti, ub. sup. 12. 

^ Pungileoni. Elogio stor. di Gio. 
Santi, ub. sup. p. 50. lie hired his i 
lodging from them. I 

^ Gaye Carteggio. 1. 130. 1. 2. 


! ^ The cliajiel is rectangular; the 

walls (in courses) and coiling all 
painted. In the four lunettes arc : 
1. the presentation of Mary in the 
temple; 2. her marriage; 3. the 
annunciation; 4, a votive fresco of 
the Virgin with a crowd of figures 
in the costume of the lime, perhaps 
members of the Trinci family. 
Lower courses, in the same order: 
1. the nativity and adoration of the 
Magi; 2. the visit of the apostles to 
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conceived paintings are authenticated by his name^ and 
are thus of interest as characterizing one who has a 
place in Umbrian art, they might be passed over without 
comment. The Virgin or angels, when, in accordance with 


the Virgin, lier death and burial; 
3. the funeral, ascension, and gift 
of the girdle to S. Thomas; 4/ the 
circumcision of Christ, and an 
angel giving a palm to the Virgin. 
The lower part of the wall contain- 
ing the presentation in the temple, 
nativity and adoration of the Magi, 
is filled by a vast crucifixion. In 
the ceiling are (facing each other 
in four triangular compartments), 
Joachim and Anna presenting the 
doves to the priest, the appearance 
of the angel to Joachim, the meet- 
ing of Joachim and Anna, and the 
birth of the Virgin. Each subject 
is divided from the other by gilt 
wax borders in relief, the nimbus- 
es high in relief, and gilt likewise. 
On a border above the crucifixion 
one reads a part of an inscription 
preserved hy historians as follows: 
“hoc opus fecit fieri maguitieus et 
potens Dlls Coradus Ugulini de 
Trincis Piilgineis MOCCCXATIII 
die XXV feh. pinxit. M. Octavia- 
nus Martini do Guhbio”. The last 
syllable of “Ottavianus” only now 
remains. The palace of the Trinci 
is now the Palazzo del Governo. 

In a room leading to the cappella 
Trinci, some paintings have been 
recently saved from white-wash. 
They i’epresent : 1. in an interior, 
about an altar capped with a cross, 
nine figures in prayer kneeling; 2. 
right of this, two figures meeting 
and embracing (all the lower part 
wanting and the fresco much in- 
jured); 3. to the right again, the 
birth of a child, as one judges from 
the remains. On another wall 
is the following: the wolf and 
other indistinct subjects, to the 
right of which, an execution and 
soldiers with shields, in great part 
abraded. Beneath, are inscriptions 
which Signor Guardahassi (Ma- 
riano) was able to read : 


“Per pieta son’ posti presso al 
fiume 

Romiilo e Kemo alia fortuua 
dati, 

Dove pin Giorni sono e nutri- 
cati 

Donna Lupa per human’ cos- 
tume.” 

It is supposed that the first sub - 
ject is til e Sposalizio, the second: 
the birth of JRomulus and Eemus, 
and the third: Amulius condem- 
ning Kea. These paintings are 
partly gone ; and what remains, is 
much damaged; they are of Um- 
brian character and in the style of 
Ottaviano Nelli, less defective in- 
deed than those of Nelli in the 
Trinci chapel. 

The whole Palazzo del Governo 
seems to have been decorated of 
old. In the upper part of it, divid- 
ed by a false floor from the lower, 
the walls, which seem to have 
been those of a large hall, are 
painted. In a series of imitated 
niches one sees colossal fragments 
of figures of old Eomans. One 
reads the names of Mutius Scse- 
vola, Gains Marius, Publius De- 
cius, Claudius Nero, consul, Fa- 
bius, Augustus, Tiberius &c. Fifteen 
in all remain. In scraping the wall 
below the false floor, the legs of 
these figures were recently found. 
Beneath them are inscribed lines 
respecting which Prof.Adamo Eossi 
of Perugia says, that the style of 
the verses is that of Petrarch, 
Above each figure one reads the 
name of “Sixtus IIII Pon, max. 
Sixtus IIII an. VI. Sixto Papa 
quarto”, and other words, the 
meaning of which it is not easy to 
decipher. 

The character of these paintings 
is neither Florentine, nor Sien- 
nese, hut Umbrian of the Gubbian 
and Fabrianese school. One notes 
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the necessities of the subjects they recur, still distantly 
recall the tenderness which the Gnbbians invariably 
sought to convey: but Ottaviano plainly believed that the 
reproduction of incidents, so often delineated, required no 
further stretch of imagination or ingenuity ; and he merely 
repeated the time-honoured arrangements of the Siennese 
school, in a spirit distantly reminiscent of that of 
Taddeo Bartoli. The bright harmony of unrelieved 
colours which may please the beholder at S. Maria of 
Qubbio, in the absence of other qualities, having dis- 
appeared in the course of years, the skeleton of lean and 
defective forms alone remains. There is no movement in 
frames laid out without knowledge of anatomy; nothing 
but grimace in faces of a poor and sometimes even ignoble 
type; but coarseness in hands or feet. The draperies are 
at once broken and ill-cast. 

Such a talent, as this of Nelli, was ill calculated to 
create admiration even in the local craftsmen of a petty 
place like Foligno; nor is it possible that it should have 
affected to any extent the career of Alunno. 

But not alone in Foligno; in Assisi, the same level 
had been attained; and to the right of the entrance, 
on the outer wall of SS. Antonio c Jacopo, a church 
in which Pietro d’Antonio and Mattco of Oualdo were 
afterwards employed, remnants of a Virgin and child 
adored by groups of faithful under the patronage of SS. 
Anthony and James, and of a Virgin and angel annun- 
ciate, offer to the spectator traces of the manner of Nelli 
at the Palace of the Trinci.^ 

In the eighteenth century, a number of wallpieces by 
Ottaviano perished in the changes made to the church of 


a system of enlarged miniature 
without definite shadows, and warm 
tones. ^ The papacy of Sixtus 
would indicate a very late date for 
this work; there is ground for sup- 
posing that liis name has been 
added to earlier productions. Fu- 
ture investigation may determine 
this, especially if a better light is 


thrown on ])iccos which it is now 
very difficult to see. 

* One of them iiulood is inscrib- 
ed with a name not unlike his, 
i, e.; “MartineUus M(U1(1C)XXII 
die XXVI mouse octoh.” The 
church was of old called Sta. Oa- 
terina. 
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S. Piero of Gubbio. Amongst these were the subjects 
adorning the chapel of Agnolo dei Garnevali; the pay- 
ments for which in 1439 are still preserred.^ Nelli did 
not long survive; and nothing is known of him after 1444.- 

To dwell at any length on the minor QubbianS; who 
were his cotemporaries or followers; would be of slight 
interest. His brother Tomasuccio is the author of a S. 
Vincent;'^ and subordinate incidents in S. Domenico of 
GubbiO; where better proportion; fairer outlines; and a 
more chastened fancy in the choice of dress indicate a 
nearer connection with Gentile da Fabriano than is to 
be found in Nelli. 

Jacopo Bedi; who (1458) decorated the Cappella Panfili 
in the cemetery of S. Secondo; rudely continued Ottavi- 
ano’s style; without attempting to rival his carefulness or 
gay key of tones. ^ 

Equally feeble; but more true to the older models 
of Taddeo Bartoli; Giovanni Pintail exhibits himself in 
an Ascension and Coronation of the Virgin on the walls 


1 Grualandi, Mem. ub. sup. Ser. 5. 
125. G. Buoufatti ub. sup. 2-1. 

2 Two little pieces, a circumci- 
sion and an allegory of S. Francis 
wedded to poverty, are preserved 
in tbe ninth press of the Museo 
Cristiano at Rome, and bear the 
impress of Nelli’s hand; they are 
at all events of the Umbrian 
school of that time. 

A public record with reference 
to the transfer of a tenement in 
1444 includes Ottaviano’s name. 
fSee Buonfatti, uh. sup. p. 24. He 
died leaving 'all his property to 
Marte di Pompco, adopted in 1442, 
after all hope of children from his 
wife Baldina di Bartolello had 
been abandoned. 

3 This panel was ordered by one 
Giannicculo di Oristoforo (Buon- 
fixtti, ub. sup. 13). The S. Vincent, 
erect in benediction, is attended 
by angels who support his cloak, 
with saints and angels at his sides 


(gold ground); whilst the Eternal 
amidst seraphs appears above. On 
the basement is a miracle in mono- 
chrome. Originally a tempera, this 
piece had been much repainted in 
oil. 

A picture in oil of Christ in fS. 
Felicissimo, outside Guhbio^ is 
not like the S. Vincent in manner. 

^ Four doctors of the church in 
a ceiling, and four Evangelists in 
monochrome in the lunettes, the 
whole more feebly handled than 
the series of S. Augustin in S. Agos- 
tino. The architecture and orna- 
ment are bad, the draperies me- 
chanically lined, the colour red. On 
a card: “In nomine Bni amen, 
anno Dni Millesimo quatrocente- 
simo quinquagesimo octavo, tem- 
pore Dni Pii Papae secundi anno 
primo sui pontiheatus die septima 
mensis septembris. Jacopus pin- 
xit.” A Virgin by him in S. M. dei 
Bianclii, at Giibbio, is gone (Bnon- 
fatti, ub. sup. 14. 25). 
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of the Spedaletto of Gubbio ; ' and shares the mediocrity 
of Domenico dl Cecco di Baldl.' A little later, Bei’- 
nardino di Nanni fills a gap in Gubbian annals, but is 
ill-represented by injured or renewed fragments in a 
chapel below the Portico del Mercato, and in the old Pa- 
lazzo Mnnicipale, at S. Croce, S- Maria Nuova, and S. 
Seeondo.^ 


^ Tliese are all but gone. Tliere 
remain tTVO angels, a )S. Thomas 
holding the gii’dle, a chalice and 
pax, and four or five apostles in 
prayer to the right. An inscription 
was legible in past years as fol- 
lows: “hoc opus fecit fieri francis 
.... Eeetore nmil .... Jioai Pi- 
talis 1438. die quarto Junii.” It is 
reduced to a few words only (sec 
Puonfatti, iib. sup. p. 15). The ty- 
pes are poor and repulsive, the 
colour of the fragments reddish, 
and the handling evidently rude. 
Besides this subject there are re- 
mains of a Massacre of the Inno- 
cents, and an alms-giving scene. 
Similarly executed are pieces of 
wall-painting, parts of a Crucifi- 
xion and an Annunciation in S. 1 
Maria Nuova at Guhbio. 

* The articles of apprenticeship 
of this painter to Ottaviano, dated 
1441 , are preserved in Buonfatti, 
lib. sup. p. 27. APieth ofl44GiuS. 
Maria della Piaggiola, a Virgin 
and saints in S. Donato, are poor 
remnants of ins manner. A Virgin 
and child in IS. Lucia of Gubbio 
is of an earUer time and has hcen 
noted in the Umbrian school (see 
antea Vol. II). Domenico died in 
1488. (Buonfatti, ub. sup. p. 16.) 

3 He was heir to Domenico di 
Cecco (1488). In the chapel below 
the Portico del Mercato, a Virgin 
and child between SS. Peter and 
Paul has been so repainted that 
the head of the latter saint alone 
preserves its old character. The 


defects arc very much those of Ot- 
taviano at Foligiio, the execution 
is rude, the forms arc wooden, and 
the colour is bricky. On «'i scroll 
held by an angel, an inscription 
closes with the date of 1473. 

A standard in oil belonging to 
the company of 8. Croce, at Gub- 
bio, is assigned to him. It repre- 
sents 8. Ubaldo and 8. lector Mar- 
tyr at each side of a cross, above 
which are .angels, and 8. M. JVIag- 
dalon at foot, whilst the nicmbors 
of the company arc in the fore- 
ground at each side. I'liis is a work 
of the sixteenth century, Umbrian 
in character and roiuimsceut of 
the manner of Sinibaldo Ibi, who 
was at Gubbio in 1609. It may bo by 
Orlandi who assisted Il)i in Gubbio 
in that year, ami who is recordiul 
at that time in a register of the 
administration of the bvothcvhliod 
of 8. M. diLaici (notices of Signor 
Buonfatti, and see postca Ibi and 
Orlando.) 

The Virgin and child on an altar 
to the loft of the entrance to 8. 
Secondo is different from the other 
works assigned to Bernardino, the 
style, of the fifteenth century, with 
broken draperies. A Virgin and 
child to the right of Ottaviano’ s 
fresco in 8. M. Nuova, in jiart da- 
maged, resembles a work of Dome- 
nico di Cecco. S8. Ubaldo and 
John the Baptist attending at the 
Virgin’s side, aliovo the J^orta 
maggiore of the Pala2;5o munici- 
palc, are altogether repainted. 
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CHAPTER y. 

GENTILE DA EABEIANO. ALUNNO AND OTHER 
UMBRIANS. 


The fame of Gubbio, greatly increased in the fourteenth 
century by the honorable mention of Oderisio in Dante's 
Divina Commedia^ was dimmed in the fifteenth by the 
lustre which Gentile shed upon his native town of Fa- 
briano. 

It chanced that^ during a checquered and active life, 
this artist laboured in the same places and for the same 
patrons as Vittore Pisano. Vittore had first devoted his 
energies exclusively to painting; but towards the close of 
his days he displayed such extraordinary skill in cast- 
ing and chiselling medallion portraits that he was eagerly 
sought by most of the Italian princes and chieftains of 
his time. At their courts he met, conversed with, and 
gained the friendship of, the most eminent men of the 
period in literature and poesy. His talents were celebrated 
in sonnets, or recorded in more serious prose; and, to the 
delight of his countrymen, his name is to be found in 
works of acknowledged merit, where those of his cotem- 
, poraries are entirely neglected. Amongst the cities which 
Vittore visited, Venice and Rome are the most important. 
The ducal palace in the first, the church of S. Giovanni 
Laterano in the second, were both adorned by his frescos. 
In both, Gentile da Fabriano left examples of his man- 
ner. Praise of Gentile was doubtless often on the lips of 
Pisano, and thus it became familiar to Faclo and Biondo 
of Forli. 
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We shall not say that he did not deserve the honour 
which he obtained at their hands; and whilst we refuse 
to admit any superiority in him over the Florentines, 
we may concede that he worthily closed an epoch in the 
pictorial development of Umbria. It is not to be denied 
that Gentile da Fabriano concentrated the better quali- 
ties of the Gubbians, and that he brought tlieir peculiar 
art to a combination as complete as it was capable 
of attaining; but his masterpieces are only remar- 
kable for their longing softness, their affectation of 
grace, their laborious fusion, and for a profuse orna- 
mentation inherited from the Umbrian and Siennese 
schools. 

Gentile di Niccolb di Giovanni Massi of Fabriano, for 
so a cotemporary record teaches us to call him,^ was 
probably born at Fabriano between 1360 and 1370, and 
taught by Allegretto Nuzi.^ In the prime of his man- 
hood, when Ottaviano Nelli produced the Madonna of the 
Belvedere, he may have derived some useful lessons from 
one whose style seems naturally linked to his and to 
Nuzi^s; but he quickly distanced the Gubbian as he 
settled into the possession of a manner, often contrasted 
with that of Fra Giovanni of Fiesole; and his fame 
speedily extended beyond the limits of Umbria proper. 
We shall not discuss the arguments of Vasari and his 
antagonists, who affirm in turn that Gentile was the pupil 
and the master of Angelico.'^ It would be difficult to find 
two men more totally divergent in aim than the Flor- 
entine monk and the painter of Fabriano. Both were 
noted for tenderness and finish, for the care with which 
they prepared and used their materials, but the results 

^ See postea. Forli who wrote his Italia illnstrata 

2 This is affirmed as a fact hy in 1450, speaks of Gentile in the 
Lori. MS.ap. Ricci, mem. stor. ub. past tense, thus provhijj that he 
sup. I. 147. 165. Vasari says (IV. was dead at that tiiiio (Bioncio, 
159) that Gentile died aged eighty. Ed. Basil. 1531. p. 337). 

If we ascertain the period of his 

death, we shall then have a clue ^ Vasari IV. 39, and Bcrnascoiii 
to the date of his hirtli, Biondo da (Ces^re) “Studi”, ub. sup. i». 9. 
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were completely at yariance with each other; and the 
angelic candour of the creations due to the one has no 
relation whatever to the s7norphia and affectation of those 
produced by the other. Gentile and Fi’a Giovanni may 
have met at Florence where they dwelt at the same time; 
but we think that Gentile did not go there to teach; and 
insofar, Vasari is nearer the truth, perhaps, than his op- 
ponents. 

The uninterrupted connection of Siennese and Umbri- 
ans may be considered to have had its effect on Gentile's 
style; nor is it extraordinary that he should have ex- 
hibited a certain relationship to Taddeo Bartoli, when 
we remember how frequently that artist was employed 
in Umbrian cittes, or sent his pictures there on com- 
mission- It is unnecessary in consequence to assume 
that Gentile should have made an early visit to Sienna. 
A distinct Siennese character is plainly to be discerned 
in the only fragment of wallpaintings that we possess at 
Orvieto; and the older Coronation of the Virgin at Val 
Eomita, the predella of Avhich still I’emains at Fabriano, 
whilst its centre and sides have found their way into the 
Brera at Milan, is powerfully stamped with a similar im- 
press;^ a circle of eight angels exhaling their joy as 
they play about the rays of a sun at the base of the pic- 
ture, recalling similar passages in Taddeo Bartoli's illusti’a- 
tions to the Creed in the opera of the Sienna cathedral. 
In these figures, as well as in the principal group which 
is capped by the Eternal resting a hand on the shoulders 
of Maiy and of Christ, we see the faults common to 
most of the men of these regions. Short and ill-grown 
personages, without charm in their features or action, are 


1 No. 75. Brera catal. Tlie figu- 
res are half life size. The sides, 
jiarted from their centre, arc Nos. 
102. 104. IOC. 108. Five panels ori- 
ginally formed tho predella. Four 
of thorn are in posses.sion of Signor 
Giuseppe Rosoi at Fabriano: 1. 
Death of S. Peter Martyr, is split 

VOL. III. 


vertically into two; 2. S. John the 
Baptist kneeling in prayer, is da- 
maged by scaling; 3. S. Francis 
receiving the stigmata, is split 
like No. 1; 4. S. Dominick. In all 
these panels (1 foot by T'/j inches) 
the heads are abraded (the figures 
full length). 


7 
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wrapped in long and twining draperies, revealing nothing 
of the frames they clothe. Rustic size and coarseness of 
extremities are accompanied by incoiTCCt design. No 
atmosphere permeates the space, and shadow is all but 
absent; but the engraved outlines and ornament are fin- 
ished with the utmost care. SS. Francis, Jerom, Magdalen, 
and Dominick at the sides, stand on a meadow of which 
the grass and flowers remain untrampled by their feet; 
and the predella scenes, of which four remain at Fabriano, 
are equall}^ imperfect. 

There is every reason to believe that Gentile’s first pro- 
gress out of Umbria was in a northerly direction. His 
first patron was Pandolfo Malatesta, Lord of Brescia 
and Bergamo, who in the early part of the fifteenth cen- 
tury gave him a large salary to decorate a chapelj 
From- thence he proceeded to Venice, where he spent some 
years adorning the great hall of the ducal palace with 
one of the episodes derived from the legend of Barba- 
rossa, the battle between that Emperor and the Venetians, 
and furnishing altarpieces to S. Giuliano and S. Felice.^ 
Emulating Uccelli in the choice of a realistic subject, he 
succeeded, says Facio, in representing the terrors of a 
hurricane with such reality as to strike terror into the 
spectator.^ 

If we may credit records lately discovered and made 
public, the walls of the ducal palace at Venice, on which 
there were still some vacant spaces in 1411, had been 
finally covered with subjects in 1422;^ and wc may 

* Before 1421, when Brescia ciales-nostri super Sale ct Kivoalto 
passed uudei* tlio sway of Yeiiice. pro faccudo repararo, ct aptari 
The fact is stated by Facio, ub. picturas sale iiovc, possont cxpeii- 
sup. p. 44. 5. dore libras vigiiiti p^rossorum et 

^ Ib. ib. and Sansovino. Venezia dicti denarii non fucriut suflieiou- 
descritta 4'^. Venice 1GG3. p. 54. tes ad completamcntuin open's; 
The picture at S. Felice represent- vadit pars, (piod committatur dic- 
ed S. Paul the Hermit and S. An- tis ofhcialibus super Ha,lo ct Uivo- 
thony, ib. alto, pm coniploudo laboro- 

3 Facio, ub. sup. pp, 44. 45. ria nocessarin, possint expondero 

^ Deliberazione del Maggiore alias libras vighiti grossoruni, do 
Consiglio, 1411, April 19^^ (Archiv. pecimia nostri communiH,et abinde 
Gen. diVenez. Vol. Leona, p, 205) : infra sicut faccrc potcrunt,” 

‘‘Cum alias captum fiiit, quod ofh- Deliborazionc , 1422, Luglio 
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infer that Gentile as well as Pisano had both been 
engaged in the edifice previous to the latter date. Gentile’s 
battle piece had already shown symptoms of decay in 
Facio's time/ and gradually disappeared altogether; nor 
have other causes been wanting to deprive us of the 
examples which he left in Venice. 

A solitary Virgin and child in the Venice Academy 
bears Gentile's name, but is altered by heavy over- 
painting.2 An Adoration of the Magi; originally belong' 
ing to the noble family of Zen, and subsequently forming 
part of the Craglietto gallery/^ seems to have found a 
final resting place in the Berlin Museum; where it is cata- 
logued very ju'operly under the name of Antonio Viva- 
rini.-^ It affords conclusive evidence, at least, of the in- 
fluence which Gentile wielded in the Venetian school. 

If we are thus unable to cite any thing in Venice 
that may with certainty be assigned to Gentile da Fa- 
briano, we are more fortunately situated as to certain in- 
cidents connected with his life. 

Amongst the youths who had devoted themselves 
to the career of art, and who were destined to become 
known as men of talent, was Jacopo Bellini, who en- 


(Arcli. Imp. di Vieima, vol. ol, 
Misti del Senate) : “Cum habita di- 
ligent! cousideratioiiG ad opportu- 
nam et utilein conservationem salae 
novas Nostri Majovis Consilii, quia 
ut est manifestnra, cadunt in dies 
picturiB ipsius salaa cum magna de- 
forniitate ejus, sit pro landalnli et 
perpetua fanui tanti solennissimi 
opens, et pro lionore nostri domi- 
nii et civitatis nostrm psenitus pro- 
videndum, de tenondo ipsam sa- 
1am in decenti et honorabili forma, 
quod, si quo casu destruitur in pic- 
tiiris, subito reaptetiir in illis ; va- 
dit pars quod committatur nostris 
procuratoribus Ecclesios saneti 
Marci, quod pro facendo reaptari 
et teneri continue in bono et de- 
bito ordino picturas dietfe salse, 
debeant accipere et tenore per 
teinpora unum sufiicientem et ap- 
tum magistrum pictorem ad ipsa 


opera pictiirarum, debendo pro sa- 
lario illius expendere ducatos cen- 
tum in anno, de peeunia qiiain per- 
cipiunt de afbctibiis apotliecarum 
existentium snbtus palatiiim.’' Ce- 
sare B ernasconi ‘T1 Pisano.” 8". 
Yerona, 1862. p. 42. 

^ Facio, ub. sup. pp. 44. 6. 

2 No. 382. Sala XI, inscribed: 
“Gentile Fabrianensis f.” with tra- 
ces of another inscription below it, 
now illegible. TheYirginand child 
are enthroned on tlie moon’s cres- 
cent. Tlie Yirgin and the angel 
annunciate in the spandrils, and 

: two “graffiti” of angels on the 
goldground, 

3 Ricci mem. stor. ub. sup. 

4 No. 5. Berlin Museum, accord- 
ing to Kngler the same that for- 
merly was in the Craglietto collec- 
tion. Handbook p. 187. 

7 * 
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terecl the atelier of Gentile as his apprentice. A charm- 
ing familiarity soon united the two men; and the master 
sat to his pnpil for a likeness which came later into the 
Bembo collection.^ They afterwards lived together in 
Florence; and when Jacopo married, the master held the 
first of the children at the font. 

The year in which Gentile settled at Florence is ap- 
prosimatively ascertained by the register of the guild of 
barber-surgeonS; in which he matriculated in Nov. 21, 
1422.“ But his fame survived his departure from Veirice; 
and all he did was so eagerly sought there that the demand 
was supplied even from Fabriano. Marc Antonio Pasqua- 
lino, 'whose father had been Gentile’s sitter, thus obtained 
two porti’aits ; and we can only deplore that they 
should have shared the fate of so many others collected 
with trouble and cost in the galleries and churches of 
Venice. 

From his shop in the Popolo S. TrinitJi at Florence, 
Gentile doubtless sent forth much that is undiscover- 
able at the present day. In 1423, he completed an order 
for the church of his adopted parish; and the Adoration 
of the Magi, engraved in these pages, is now the orna- 
ment of the Florentine Academy of Arts.*^ He enriched 
the foreground of the composition by the introduction of 
a copious retinue of followers, grooms, and huntsmen, ac- 


^Anonimo, eti. Morelli, xib. 
sup. p. 18. Jacopo remairied with 
Gentile till 1424. In a record oftliat 
yearhe is called Jacopo da Venezia, 
olim famulo magistri Gentili pitto- 
ris de Fabriano (com. to Yas. IV. 
166). But be called himself Gen- 
tile’s pupil also on a crucifixion at 
Verona the inscription of which is 
copied in K i c c i ; e m. ub . sup. 
I. 173. 

2 Tavola alfabetica, ub. sup. It 
is from this register that we kndw 
the name of Gentile’s father which 
as stated in the text ant. was :Nic- 
colo di Giovanni Massx. The date 
as given by Moreni , apud Ricci, 


Momorie ub. sup. pp. 140 and 105, 
is incorrect. 

^ Anoniino, ub. sup, p. 57. 

* No, 32. Gal. de.s gr. tableaux. 
One part of the pro della, the ])ro- 
sentation in the temple, is in the 
Louvro, No. 202; an inscription at 
the base of the adoration rums as 
follows: “Opus Gentilis de Fa- 
briano MC OG CXXIII mensis Mail. ’ ’ 
The front face of a turbancid man 
imuicdiatoly liobind the last of the 
kings is engraved by Vasari as 
Gentile’s portrait. This picture is 
noticed by Albortiui, Mcmorialc, 
ub. sup p. 14. 
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companied by dogs and monkeys, filling the distance with 
well arranged episodes and groups. The Saviour, the 
Virgin, and the angel annunciate appear in the medal- 
lions of the gables, whilst the predella comprises the Na- 
tivity, the Flight into Egypt, and the Presentation in the 
Temple. Grace in the shape of the females attendant on 
the Virgin, ease in the motion of the King whose spurs 
a page removes, are combined with individuality in heads, 
which seem portrayed from nature; the harmonies of 
colour are Umbrian in their gaiety, but there is no aerial 
perspective, and gilt-relief ornament is luxuriously applied. 
The profile of a female to the left of the Virgin recalls 
the types of the old Siennese period, whilst the turbaned 
king seems impressed with that softness which becomes 
a more charming feature in Perugino. The gable 
figures are pretty and in fair condition, whilst the prin- 
cipal subject is not free from injury. This is Gentile^s 
best extant effort proving that his stay in Florence 
had taught him something more than he had leamt at 
home, yet that, like his precursor Nuzi, he could not 
alter his Umbrian nature, nor forget his primitive edu- 
cation so far as to adopt any of the innovations due to 
Uccelli, Brunelleschi, Masaccio, or Donatello. He. may 
have been struck by a miniaturist like Lorenzo Monaco# 
Pie may have admired the creations of Angelico, but he 
remained inferior to the first and a fortiori at a respect- 
ful distance from the second. 

A Virgin and child between four saints, described and 
praised by Facius, long adorned the office of the Notaries 
at Sienna, and is variously stated to have been painted 
in 1424 — 5.^ But Vasari adds that Gentile worked in S. 
Giovanni at Sienna.- It is, however, not as yet distinctly 


^ Eicci says 1425, ub. sup. 1. 167- 
Vasari’s commentators say it was 
commenced in 1424, linished in 
1425 (IV. 162J. See also Facius (B.) 
de Viris Illustribus, 4^. Flor. 1716. 
p. 44. 5, from whom we learn that 
the saints at the Virgin’s side were 
SS. John the Baptist, Peter, Paul 


and Christopher, The Virgin he 
describes as striving to cover the 
infant on her lap with a transpa- 
rent veil. The comm, of Vasari add 
that beneath the principal panel 
was a round of the Pieta. 

2 Vasari. IV. 163. 
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proved that Sienna was ever visited by him,^ Gentile 
still inhabited Florence in 1425. An inscription; printed 
by many authors, long authenticated a Virgin and child 
attended by saints, the centre of which has disappeared 
from the church of S. Niccolb di la d'Arno.- It was 
ordered by one of the family of Quaratesi,^ and extorted 
from Vasari an opinion that of all things he had seen by 
Gentile, that was the best, not only because the Virgin 
and saints were well done, but because the prcdclla,*^ 
with incidents from the life of S. Nicholas, could not 
have been better or neater. The side panels of this votive 
piece, are still at S. Niccolo, filled with a pretty and 
graceful Magdalen in profile; a S. Nicholas, on whose 
cope scenes from the Passion are given with exquisite 
minuteness ; a fine S. George, and a Baptist more in the 
old Siennese antique style; the whole ornamented Avith 
profusion, flat and fused in tone, and with a rosy flesh 
tint shadowed in cool grey.'' 

But this was not a solitary commission undertaken for 
patrons having family chapels in S. Niccolo. A panel, 
lately discovered in that church, is now in the sacristy. 
It represents, the Eternal, surrounded by a glory of 
cherubim of Umbrian type, sending down the dove of 
the Holy Ghost to the Virgin and Christ, both of 
whom kneel on a rainbow spanning a golden heaven 
lighted by a sun in relief. The resurrection of Lazarus, 
in the foreground of a landscape, and S. Louis of 
Toulouse form the subjects of one side, whilst on the 


1 Tlie comm, of Yassari do .not 
believe that Gentile laboured at S. 
Giov. of Sienna (IV. 162. 3). 

The Sienna guide by Faliischi, 
120. 1734. pag.229, notices the tra- 
dition of the existence of a picture 
by Gentile da Fabriano, in S. Cris- 
toforo of Sienna. 

* The inseription is given as fol- 
lows by Richa (Chiese ; X. 270) : 
“Opus Gentilis de Fabriano 1426, 
mense Maii.” 


3 Vas. lY. 163. 

4 Not to be found at this day. 

3 In the gables of tliose panels 
are figures of canonized friars be- 
tween angels. Part of the pro della 
is said to have been preserved by 
the heirs of the late Tommaso Puc- 
cini of Pistoia (Yas. cojn. IV. 153. 
4), but all that wo have >soon there 
in the shape of incidents from the 
legend of S. Nicholas, are two pa- 
nels of another period and school 
from those of Gentile. 
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otlier are SS. Cosmo, Damian, and a third saint together, 
and S. Benedict with a chained devil. It is more hasty 
than the Virgin of the Quaratesi, and more strongly 
impressed with the defects of the Umbrian and Gubbian 
schools. 

Of the same period, no doubt, is a Virgin supporting 
the infant Christ erect on a balustrade before her, with 
remnants of Gentile^s signature, and curiously like a later 
Virgin by Jacopo Bellini, all but life size and injured 
by restoring, in possession of Mr. Jarves.^ 

In 1419, Pope Martin the Fifth entered Eome, on his 
way from Constance. Pie found the capital (1421) in 
ruins 5 its churches crumbling; its houses depopulated. 
After he had settled some of the more important quar- 
rels that raged in Italy, and was able to afford leisure 
for less important duties, he patched up the roof and 
floor of S. Giovanni Laterano, and casting about for some 
one to adorn that edifice, he chose Gentile, whom he 
might have had occasion to admire at Florence or at Or- 
vieto. 

Gentile had indeed been called to the latter place 
from Florence in 1425,- and finished a Virgin and 
child on the wall to the left of the cathedral portal. 
Its mutilated remnants show how conscientiously he 
applied to wallpainting, the practice usual to him in 
panels. The group is pleasing in its Umbidan natoe; 
the Virgin^ s head is of a regular oval, the features 
kindly, the mouth pouting, the action graceful, the 
hands slim and refined. We see the qualities of Simone 
Martini, with increased perfection in technical execution 


^ Mr. Jarves is an American 
gentleman who till lately lived at 
Florence. In the distance of this 
picture is a landscape with roses 
and other flowers creeping up the 
balustrade ; the child on tiptoe like 
one by Benozzo; — signed: “Gent. 
..... briano. 


2 Della Valle, Stor. del Duomo 
di Orvieto, ub. sup. 123. The re- 
cord referring to his wall-painting 
in the Duomo is dated: Dec. 9. 
1425, and in it the artist is called 
as Angelico was later: “egregium 
magister magistrorum”. See also 
Facio, uh. sup. pp. 44. 6. 
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and draperies reminiscent of those in Taddeo Bartoli; we 
note the finish and flatness, the copious ornament, of a 
miniature, and an adventitious splendour derived from 
a modern crown in silver relief on the Virgin's head, 
and original gilt embroidery on the hems.^ 

It is not possible at present to determine when Gentile 
da Fabriano came to Rome. It is certain, however, that 
he had done something for Martin the Fifth before the 
Pope's death in 1431. He painted the pontiff’s likeness 
with portraits of ten attendant cardinals on one panoL^ 
In S. Maria Nuova, now S. Francesca Romana, he de- 
signed a Virgin and child between SS. Benedict and 
Joseph,^ and, in S. Giovanni Laterano, he began a series 
of subjects from the legend of S. John the Baptist. On 
the accession of Eugenius the Fourth he continued the 
work,^ and his own decease prevented the completion 
of the Prophets in monochrome above the incidents 
of the Precursor.^ Here, however, as at Venice, the 
masterpieces of Gentile have all perished. But one of 
them, that of S. Francesca Romana, still existed in the 
sixteenth century; and Vasari relates that Michael Angelo 
used to say of its author: ^^Aveva la mano simile al noino^^;^’ 
whilst a disciple of a different school, Van dcr Weyden, 
having had occasion to see the frescos in S. Giovanni 
Laterano, declared Gentile to have been the greatest man 
in Italy. We know what Michael Angelo thought of 
Flemish art. He considered it to lack grandeur, selec- 
tion, proportion, and symmetry. He objected to the nu- 
merous episodes which filled the distances of pictures ; he 
deprecated the use of landscapes in which the eye should 
be solely flattered by huts, green fields, trees, xivcrs, and 


^ Tlie ground of tliis mutilated 
piece is newly tinged; the blue 
mantle of the Virgin is repainted, 
and its green lining pointed with 
gold. 

* Facio, ub. sup. p. 44. 5. 

^ Vasari. IV. 154. 


** Platina says: he (Martin the 
V-'O “pictiirainquo Geutilis, opus 
pictoris egregii, inchoavit.” lUa- 
tiua (ed. Sacchi), 8^ Paris, p. 204. 
® Facio, ub. sup. pp. 44. 5. 

6 Vasari, IV, 154. 

Facio, ub. sup. p. 45. 
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bridges.^ Van der Weyden, who was the true represent- 
ative of an art so despised, thus appears to have been 
favorably struck by a form of pictorial attainment in 
which Michael Angelo, his antagonist in every sense, also 
found something to prize. We may read this puzzle, by 
assuming that the great Florentine was in a vein of sar- 
casm and pleasantry 'when Vasari overheard the pun 
on Gentile^s name. Van der Weyden visited the pen- 
insula, spent days, no doubt, in seeing the creations of 
the best men of the time, and declared himself most 
pleased with those of one who held a subordinate rank 
in the annals of his country. The reason of this is ob- 
vious ; he discovered in Gentile qualities akin to his own ; 
great minuteness, careful fusion of tone, absence of shadow, 
and bright contrasts of colour. 

It is probable that Gentile at some period of his life 
dwelt at Perugia, where parts of a Virgin and child be- 
tween two angels are preserved in S. Domenico ; a mere 
relic, so damaged are the remains.- 

In Citta de Gastello, for which, if Vasari was correctly 
informed, Gentile finished more than one of his produc- 
tions, those assigned to him in the Spedale are of doubt- 
ful origin.^ A Martyrdom, and scenes from the legend 
of S. Victorinus, once in the cathedral of S. Severino, 
have perished.'* 


^ See this opinon expressed in a j 
conversation between Michael An- 
gelo and Vittoria Colonna, Mar- 
chioness of Pescara, in Rac- 
zynski “les arts en Portu- 
gal’' 8'^. Paris, 1846; or the 
extr. in Grimm’s Leben Mi- 
chel Angelo’s. 8°. Hanover. 
1863. Z welter Theil, p. 370. 1. 

^ The adoration of the Magi in 
the same church assigned to Gen- 
tile by Mariotti (Lett. pitt. p. 67), 
and engraved by Rosini, is by Be- 
nedetto Bonhgli. Below the prin- 
cipal group of the piece noticed in 
the text, are traces of angels 
with scrolls on which are musical 


notes. The whole on gold ground. 
The Virgin and child is now No. 
165 in the galleria com. at Perugia. 

3 In the “amministrazione dello 
spedale of Cittli di Gastello, two pa- 
nels are shown as by Gentile da 
Fabriano. One much restored re- 
presenting the Virgin enthroned 
holding the infant erect on her 
knee, revealing the Umbrian man- 
ner of a man in Gentile’s school; 
the other, a Virgin and child, the 
latter holding a bird, reminiscent 
of Allegretto Nuzi’s style, but of a 
date later than his. 

^ See the authorities in Ricci ub. 
sup. I. 155. 170. We are informed 
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In Fabriano, the only remnant entitled to consideration, 
is a Coronation of the Virgin between six angels playing- 
instruments, of old in the Casa Bufera, now in CasaMo- 
i-ichi, in which much of the master’s manner may yet be 
traced. It was in former times the front of a standard, 
on the obverse of which a S. Francis receiving the stig- 
mata, of the same size and form, was depicted. This ob- 
verse is also in Casa Jtlorichi, but it bears the inscrip- 
tion: “ An n dni 1452 . die 25 de Martio.” Eclated as to 
style with the Coronation, thoxxgh of ruder aspect, it may 
be of a later date and by some pupil. 

Gentile, it is said, died at Eome, and was buried at 
S. Fi-ancesca Eomana, in Campo Vaccino.^ 

The pieces not alluded to in the text arc not numerous : 

Pisa — Pia Casa della Misericordia. A small aiul prolfcy Virg'iii, 
seated on a cushion, with her arms crossed on her bosom adoring 
the infant Christ outstretched on its hack on her lap, and grasping 
her dress (blue and repainted). The flesh tints arc now opaque. 

Pisa — Academy of Arts. A coronation of the Virgin by another 
hand, and not unlike a Neri di Bicci. 

Berlin Museum. No. 1130. Throned Virgin and child, S. Catherine 
and Nicholas at the sides, the patroness in prayer in front, inscrilied 
on a frame of the period: “Gentilis do Fabriano pinxit", gold ground, 
small red seraphs play on the trees. The colour of this work is 
altered by time and oil varnishes.^ 


too late, unfortunately, by Mar- 
chese Carlo Luzi of S. Severino 
that there is an altarpiece by Gen- 
tile on the high altar in the parish 
church of Serra Patrona, near Ca- 
merino. In Urbino nothing by Gen- 
tile exists, and Santi only notices 
him in the rhyme chron. as: ^41 
degno Gentil da Fabriano”, lib. 
XXH. cap. 91, in Puugileoni, ub. 
sup. 

1 Facio, ub. sup. pp. 44. 5. We 
need hardly point out the error of 
the comm, of the last edition of 
Vasari who infer fromFacio’s text 
that Eogcr v. d, Weyden mot Gen- 


tile at Romo. Facio merely says 
referring to the wall-paintings of 
S. Giov. Latorano: “aiictorc requi- 
sito cum miilta laude cumnlatum 
ceteris Italicis pictori))us antopo- 
suisso”. Van der Weyden clearly 
asked for the painter’s name only, 
and WG believe Gentile to have 
heeii dead some years at that time. 
Sec antea note to p. 9G. 

^ This piece is described by 
Ricci." It was originally in S. Nic- 
colo of Fabriano, and successively 
at Osimo, Matellica, and Romo, 
See Ricci, ub. sup. I. 165. 
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Berlin Gallery, Six subjects in one frame (No. 1058) ‘SScbool of 
Gentile”, in tlie style of Antonio da Murano. 

Munich Gallery. No. 551. Cabinets. An assumption falsely cata- 
logued under Gentile’s name. (See antea Naddus Ceccbarelli Tol. 
II. p. 99.) 

Paris — Mr. 0. Miindler, A small panel originally at ^lilan re- 
presenting the Virgin and the infant erect on her knee with a 
kneeling patron supposed to be Lionel d’Este. This is a graceful 
(partially retouched; picture, with little figures in a landscape dis- 
tance, and quite in Gentile’s character. 

Bari — S. Agoslino. Here is a crucifix, of which Vasari speaks,^ 
not seen by the authors, but described by Schulz,^ 

London — Lord Taunlon. A panel in tempera representing a 
naval episode (a king in his galley, and a convoy of ships, with 
a friar in a grotto, and four persons with a dog on the land to the 
right) bears the name of Gentile da Fabriano. But the manner is 
that of Fra Giovanni Angelico, the drawing, action, types, drapery 
being like those of his school. A heavy varnish dims the surface 
and leaves a doubt as to the authorship by the Fra, or by Gozzoli, 
or perhaps by Pescllino. 

Liverpool Insiiiulion. No. 13. A saint on a throne between four 
others. This picture is Umbrian and shows the influence of the 
Siennese Taddeo di Bartolo, but is by one bred in the school of 
Gentile da Fabriano, and besides (as we have reason to judge 
from a recent visit) is injured by time and old restoring. 

Corshaiti Court — Methuen Gallery. Adoration of the Magi. (Waa- 
gen treasures, supp. 397.) 

Pains — Hotel Cluny. A panel in this collection assigned to Gen- 
tile and dated 1108, is by Lorenzo Monaco. See antea Vol. 1. p. 662. 

A follower; some say the sob; of Gentile; belongs to 
this period. He calls himself ^^Franciscus Gentilis^^*, 
and we are acquainted with three panels on which 
this name is inscribed. One is in the Museum of the 
Vatican;'^ another in Fenno5‘^ a third belongs to Mr. 

1 IV. 154:. 

* Denkmiiler, ub. sup, Vol. ELI, 
p. 174. 

3 Press X. Virgin and child sign- 
ed: ‘‘Pranciscus Gentilis” with the 
monogram: The types are re- 

pulsive, the tempera dark and dim 
(the Virgin’s blue mantle new). 


* In the house of the advocate 
Deminici. Subject, — the Salutation, 
with the infants on the dresses of 
the figures ; the Saviour already in 
benediction. This is a picture de- 
void of all feeling; colour stippled 
as in Crivelli; draperies broken 
and angular, inscribed: ‘Trancis- 
cus Getilis de Fabriano” (panel). 
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Barker in London.^ They are the wretched efforts of 
an artist who was formed not so much on the models 
of Gentile, as on those of Antonio da Fabriano, Giovanni 
Boccati of Camerino, and Lorenzo of Sanseverino. The 
Umbrian style, in a wox'se form than that which they 
evolved, is mingled in Francisciis with a method of stip- 
pling akin to that of Crivelli. A closer but cq[ually de- 
fective imitator of Gentile is Lellus of Velletri, whose 
Madonna in S. Agostino of Perugia is a cento of the 
technical methods apparent in the Virgin at Orvicto, and 
the least praiseworthy characteristics of Taddeo and Do- 
menico di Bartolo.^ 

Antonio di Agostino di Ser Giovanni da Fabriano 
was a less contemptible, but still feeble assistant of 
Gentile da Fabriano. It is to him, indeed, that the 
Marchese Ricci assigns- the Coronation of the Virgin, 
and S. Francis receiving the stigmata, in the Casa Mo- 
richi,^ adding that, according to tradition, Antonio had 
tried there how well he could imitate his master. Tie 
may be seen in his native ugliness in a S. Jorom of the 
Fornari Gallery at Fabriano, in which, like Giovanni Boc- 
cati, he exaggerates the defect of uuwrought extremities 
visible in Piero della Fi’ancesca, and lie paints in a system 
of mixed tempera of a raw dull tone very different from 
that of Gentile.^ His nude is fairly proportioned, but is 
also dry and withered; and his drapery sins commonly 
by angularity. The frescos in the old refectory of B. Do- 


1 Panel portrait, mistaken "by 
Ricci for that of Gentile, comming- 
ling the Umbrian and new Peru- 
gian manner with the style of Lo- 
renzo diS. Severino as exhibited in 
the picture of the National gallery 
and in Crivelli. The person repre- 
sented is youthful, but lean and of 
an angular outline; at a balcony, 
long hair falls out of a red cap; 
background green, inscribed on 
the parapet: “Francisciis Gentilis 
de Fabriano pinsit. Character as 
above. 

* The Virgin and child enthroned 


(two angels in front) between SS. 
John the Baptist and Augustin; 
Agata andLiberatoro, signed on n 
twined scroll: “Lclliis de Vollotri 
pinsit n, now in the Galleria comm, 
at Penigui. No. C8. 

3 Ricci, 1, 170. 

^ The Saint is seated writing, in 
cardinal’s dross, in a cell lillod with 
books, <aceompamod by the lion. 
The vehicle with which the colours 
are impregnated seems a sort of 
red oil of a viscous nature. On the 
desk is the date ‘4151” aiul below 
on tbe frame: ^‘Antomus dFabri”. 
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menico at Fabriano may be assigned to and there 

are other authentic subjects by him in the Palazzo 
Piersanti at Matellica/ in the parish church of La Genga/"^ 
and even perhaps in S. Croce near Sassoferrato.** 

Antonio’s cotemporary Onofrio is said to have done 
the fragments of frescos illustrating the life of S. Benedict 
in one of the cloisters of S. Michele in Bosco at Bologna.*^ 
These differ in no respect from the rude ones of the 
third-rates of the fifteenth century in Umbria and the 
Marches. 

The older craftsmen of S. Severino are of more interest 
to the historian. They vrere the neighbours of Ottaviano 
Nelli and Gentile da Fabriano; and one of them, byname 
Lorenzo, is the author of works which form an interme- 
diate link between those of the two painters just men- 
tioned. The earliest notice of Lorenzo is to be found in 
a triptych^ of which the principal subject is the Marriage 


1 See autea, note to p. Iu9. Vol. 
II. The place is now a granary; 
the subject tilling the whole wall, 
a crucifixion and many saints 
kneeling on each hand. In a niche 
on one side is S. Lucy, on the 
other S. Catherine, all in a feigned 
frame wdth fair ornaments in it; 
The colour is injured. On the 
frame one reads: “1480, die 25 Fe- 
bruarii”. 

* Here is a crucifix in which the 
Baviour, of good proportion, is not 
unlike the foregoing in character 
and proportion, though it is injured. 
An inscription runs: . toniiis 

. . brianen. S. P. 1452 (may be 72). 

3 Tliis place is about five miles 
from Fabriano. The principal pic- 
ture is a Virgin and child surround- 
ed by angels on the high altar. 
The Eternal, above, has sent down 
the dove of the holy ghost. SS. Cle- 
ment and John the Baptist attend 
at the sides. The infant is round 
backed, a defect noticeable in the 
works of the painters of Camerino. 
The dry and not well proportioned 
forms recall Gentile and the Sien- 


nese. On a scroll: “Antonins de 
Fabiao pinxit.” Two standards 
by the same hand are also pre- 
served here. The first represents 
a Virgin and child with the Eter- 
nal above, signed: “Antonins ” 

with SS. Clement and John the 
Baptist on the obverse and four 
brethren kneeling below; in the se- 
cond, the Virgin, child, and patron, 
with a crucifixion between two 
saints on the obverse, all but 
ruined. 

^ Here is a large composite altar 
piece of the Virgin and child be- 
tween SS. Joachim, Benedict, Ste- 
phen and Clara, with a crucifixion 
in an upper course at the sides of 
which are SS. Peter, Paul, and two 
other saints, an Eternal and the four 
evangelists in pinnacles, and six in- 
cidents (one of them the resurrec- 
tion of Christ), in the predella. The 
figures are thin and slender, the 
execution is careful, and the colour 
dry. It is like a work by Antonio. 

® Ricci, ub. snp. 1. 193. The date 
of these paintings is given as circa 
1460. 
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of S. Uatlierine, a piece so injured as to possess no 
value. It belongs to the Cistercians of S. Severino; 
and is remarkable for the following inscription: ^^nelli 
mei aiii XXVI io Lorenzo fc - . . quisto laiuTO^\ The 
date: ^^Aiio domini MGCCC^^ beneath a Piotii on the 
outer side; settles the period of Lorenzo's birth. ^ Ho 
was an illiterate youth of 2G at S. Severino in 1400. 

Sixteen years later, and in company of his brother Ja- 
copo, Lorenzo decorated the whole of the oratory of S. 
Giovanni Battista at Urbino wdtli incidents from tlio life 
of the Precursor, a crucifix, and other episodes, which 
do not fail to create an impression when taken in com- 
bination with the arrangement of the cliapel and its 
groined ceiling. The Crucifixion fills the side against 
which the altar stands. It is crowded witli ill-distributod 
groups after the Siennese fashion. The nxidos are so lean 
that the human frame seems reduced to a mere carcass; 
the angels, women, soldiers arc in violent contoi'sions, 
mouthing, shrieking, and shouting. Everything is exag- 
gerated. The horses of the escort arc caricatures. Amongst 
the incidents of the Baptist’s life, however, one or more 
reveal an embryo of happy thought; females now and then 
exhibit a feminine nature in their movements, albeit af- 
fected; and some portraits, those of two men in black 
dresses and caps in the interview with Herod, are fairly 


1 As far b<ack as the time of 
Ricci, this triptych was much dila- 
pidated (Mem. ub. sup. I. 186). 
ISxibjeet: Open triptych, centre: 
marriage of S. Catherine; loft 
wing: S. Jerom; right wing: S. 
Thaddeus, as is shown by the cha- 
racters on the gilt relief nimbuses. 
On the upper part of the picture: 
*‘hoc opus fecit fieri Rr. Antoniu^ 
Petroni. On the lower edge of the 
frame the signature in the text. 
Closed triptych.: Christ in the 
arms of the Virgin (monochrome), 
and a subject, all but effaced. lie- 1 
neath this last, according to Ricc’u | 


wore the words: “uelMoso. dl Gou- 
naro’^ (Mein. 1. 108). The colour is 
darkened by time where it has not 
sealed away. 

1 Frescos in tho crypt of the Ci.s- 
terciaus at S. Sevoriuo reprchsoiit- 
ing scones from tho legend of IS. 
Andrew, arc Kui>poHed liy Uicci (ib. 
ib. 187) to be Loronzo’s, but from 
what remains of tliom, tlujy ajipoar 
to have no exact rescmiblaiice to 
those of Urbino. Ricci furfcber 
mentions lovSt frescos by our artist 
in S. M. della Pieve at 8. iSovcrino 
(ib. ib. 108). 
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and even smoothly coloured. But better still; on the 
wall to the left of the entrance; a Virgin; of slender shape; 
sits on a cushion; and raises with a delicate hand the 
veil which covers the child; slumbering on her lap; — 
a graceful idea; spoiled in part by the ugly tj-pe of the 
infant; but in the spirit of the Gubbians. The Virgin s 
oblong head; and thin pinched features; her waving hair; 
and gold-embroidered veil recall at once those in panels 
which tradition assigns to AngiolettO; and brings to mind 
Gentile da Fabriano; whilst the soft and brightly har- 
monized colour; the minute and precise contours; and la- 
boriously finished details surpass those of Ottaviano 
Nelli.i 

Lorenzo and Jacopo - are fair Umbrian workmen, fol- 
lowing the custom of their country; and heedless of mo- 
dei'u improvements; untaught in the essential laws of pure 


* Ou the border beneath the cru- j 
cUixion, one still reads: “Anno I 
domiiii MCCCCXVI de XVIII Ju- 
lii Lanrentius de Santo Severino 
et Jacobus frater ejjis hoc opus 
fecerunt.” The figures in the cru- 
cifixion are of life size. The wall 
to the right as you enter, is divid- 
ed into a double, course, in the 1 
highest of which are the vision of 
the angel to Zacharias; the salu- 
tation; the birth of S. John; Za- 
charias writing the name ; the cir- 
cumcision, and a scene in which 
Zacliarias takes the hand of the 
Virgin in the presence of the 
kneeling Anna. This last piece is 
not without feeling, hut the Vir- 
gin’s head is restored. Some grace 
may be conceded to the figures in 
the salutation, and the dresses are 
in the style of Gentile da Fabriano. 
The infant precursor in the cir- 
cumcision is deformed and with- 
out any neck. In the lower course, 
S. John meeting Herod on horse- 
back, and reproaching him, is a 
much injured fresco, where the 
feeble form of the Baptist is con- 
trasted w'ith better ones of the by- 
standers some of wliich, as stated 


i in the text, are portraits less ugly 
I in type than the more fanciful 
faces of others. These portrait 
figures too arc softly and truthfully 
coloured. Next we name the Bap- 
tism which is marked by veiy poor 
forms of nude. An Etenial looking 
down is a caricature, and a curious 
I fancy is shown in leaves of trees 
shaped like conchs with heads of 
cherubs issuing from them. In the 
sermon of S. John there is again 
an approach to the style of Gentile 
da Fabriano. The subjects on the 
wall pierced by the door, are in 
part gone, in part concealed by a 
galleiy. On the side to the left 
most of the incidents are much in- 
jured by restoring, and others are 
entirely repainted. 

2 TVe know no more of Jacopo 
than is here stated. In the sacristy 
of the oratory are two standards, 
in one of which the Sermon of S. 
John is almost all repainted, but 
which still betrays a style like 
that of the frescos, whilst in the 
other, is the crucified Saviour, in 
the same state, suggesting similar 
remarks. 
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art, but not entirely devoid of feeling. What tlicir in> 
mediate influence may have been at Urbino it is difficult 
to say. The grace, of which they were not entirely de- 
prived, may have been appreciated by Giovanni Santi, 
but we seek in vain for the impression they may have 
made upon him.^ 

A continuation of this imperfect development of pic- 
torial qualities in Umbria may be found in the works 
of a second Lorenzo, also of S. Scverino, who dis- 
closes a change produced by the lapse of years, first 
of all in the expression of form, next in the style of 
drawing, the character, the drapery, and above all, the 
technical method of tempera. This artist is the author 
of three inscribed pictures, two of which boar his name 
and the dates 1481, 1483; and the third is certified by 
the name only. The first of these is in the sacristy 
of a church at Paiisola near Maccrata ; ^ . the second, a 
fresco, in the collegiate church of Sarnano.*^ Tlie third, a 
panel, originally in S. Lucia at Fabidano, is hi the Na- 
tional Gallery.^ They are all handled on the system of 


* Piiiigileoiii, elogio stor. di Gio. 
Santi p. 4. 

2 All’ Amatrice di S. Pietro o 
Panic, sacristy. Tlie altarpiccc is 
a triple gable, with tlic Virgin and 
child in the centre, and four an- 
gels above her, between SS. John 
the Baptist and Mary Magdalen. 
In the points are the Ecco Homo 
between a male and female saint, 
on the step of the Virgin’s throne 
the words: Cjms Laureiitii de S. 
Severino. 1481“, and below, an in- 
scription stating that the picture 
was ordered by Gentilis and Gio- 
vanni Mariiuis. The tempera is 
spare, bard and stippled, and fair- 
ly preserved. 

^ This is a sort of tabernacle in 
tlic arch of which the Virgin en- 
throned holds the child between 
8S. Martin and John the Baptist, 
with a kneeling abbot near the 
latter. Above, the Eternal ifiT at- 1 


tended ])y throe angels on eatdi 
hand; and six similar lignres are 
above the Jladonna. In the spau- 
drils are the Virgin and augiil au- 
nunciato . . In the sid(‘M, ^S. We- 
bastiau, with a kneeling brother at 
his feet, and S. Uoeh, Above each 
ligure, an angel. Tills piece is in- 
scribed : “hoc opus fee lieriAutoniuo 
Botins alias de Saruauo pro ejus 
aniina, ot domini Gugliehni Eraii- 
ciga sub anno domini 148J. Lau- 
rentins Heverinas pinxit.” In Iho 
sacristy of the same chure.h are 
the sides of an aliarpioee, doulile.- 
pointed arches, in which are kSS. 
Peter, Paul, Benedict and Blasius, 
much injured and like a caricature 
of Aliiiino. 

This picture (No. 240. Nat. gal. 
catal.) is a ^larriage of K, (Jatho- 
rinc of Bicuua, with S. Demetrius 
of vSpoleto kneeling on the loft, 
iuscrijiod: “Laurculiiis 11. Beveri* 
nas jiisit,” 
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Crivelli; whose productions; indeed; fill most of- the cities 
in this part of the peninsula; and; in spite of their short- 
comings; they embody some of the religious sentiment 
of Alunno. In other examples of the manner of Lo- 
renzo ^^the Second^^; as the signature on the ^‘'^Marriage’' 
at the National Gallery authorizes us to call liiiH; we 
find Alunno not only imitated; but caricatured 5 and 
this is the case in a Virgin and child at S. Agostino of 
S. Severino,^ a Conception in the Brotherhood of S. Fran- 
cesco at Matellica;' a Madonna and holy attendants in 
the church of S. Francesco and in two couples of 
saints at S. Theresa of the same place. ^ The worst 
thing of this kind is a grotesque Meeting of Anna 
and Joachim in the Duomo at Nocera.^ This list of 
third-rates may be considered unnecessarily complete if 
\vo add to it a Madonna of the most repulsive aspect 


1 This picture on gold ground is ! 
in the vestibule • of the church | 
named in the text. Its figures are 
life size. It represents the throned 
Virgin and child attended by an- 
gels, between S. John the Baptist 
and a bishop (the Virgin’s blue 
dress damaged). The whole is 
painted in a slight water colour, 
recalling the manner of Alunno. 

2 S. Anna holds two pui:)pets on 
her knees intended for the infant 
Virgin, and Christ. At her sides 
«are fcsS. Sebastian andBoch,* above, 
the Ecce Homo between half 
lengths of SS. Alichael and Domi- 
nick, very much injured and split 
vertically, much colour scaled and 
the Virgin’s dress new. 

3 The Mrgin and child with four 
angels, one of whom gives flow- 
ers to the babe , between SS. Fran- 
cis and Bernardino. In each pilas- 
ter at the sides are two half- 
lengths of saints and an angel. 
Four incidents are depicted in the 
predeUa the outside panels of 
which each contain a half length 
figure in prayer. This piece is a 
mixture of the manner of Lorenzo 
and Alunno, better preserved than 
the foregoing. 

VOL. III. 


^ Here are SS. Severino and 
Catherine with the pro]>hot Daniel 
above. The Baptist conversing 
with a spectacled moirk and Eli- 
jah (gold ground, all but life size). 

^ Meeting of Anna and Joacliim. 
Above, tlie Eternal, the Virgin and 
two angels. In the frame are half 
lengths of saints. 

There are records proving that 
Lorenzo of S. Severino painted an 
altarpiece at Monte Milone in 1490. 
The picture, according toBicci, re- 
presented S. Anthony of Padua, 
the Virgin and child, and angels. 
It was signed: Lauret Sevtei A. S. 
and was dated as above (Bicci, 
Mem. ub. sup. I. 202), A note in 
the same author refers to a da- 
maged Virgin between two saints 
in episcopals in S. Francesco delle 
Scale in Ancona signed with the 
fragmentary woz'ds: . . enzo Se- 
verin .... feci . . . M. . . . 81.” Be- 
cords also exist which show that 
j Lorenzo i^ainted a “Justice” iix 
i the town Hall of S. Severino in 
1478, arms at the Mercato gate 
in 1481, and a figure of the Beato 
Jacopo della Marca in 1482 (Ricci 
mem. IL 130). 


8 
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now in the sacristy of the Duomo atRecanati; by Lodo- 
vico de Urbanis of S. Severino,^ and a Virgin; child; and 
attendant martyrs in the church of the Zoccolanti of S. 
GinesiO; by Stephano di S. Ginesio.^ 

Still following the Eastern slope of the Appcnnine to 
the Southward; we come upon CamerinO; which gave birth 
to Giovanni Boccati; and to Girolamo di Giovanni; 
two men of more worth perhaps than those of S. 
Severino. Camerino oiBfered but a slight field for ex- 
ertion; and Giovanni did not long remain in his native 
place; but we judge from certain authentic examples of 
his skill; dating from the middle of the century; that 
he* may be the author of an enthroned Virgin with 
angels holding flowers ; and a S. Bernardino preaching 
from a pulpit; both in the monastery of S. Fran- 
cesco at Camerino.^ His petition; to be admitted to 
the freedom of Perugia in 1445, is extant;*^ but his 
success seems to have been only partial. A citizen of 
the town had ordered a Madonna of him in 1440; 
which 'vyas purchased for the Brotherhood of the (Us- 
cijplinati of S. Domenico,^ and is still there. It is 


^ The centre of this piece is the 
Virgin and child with ten angels; 
at the sides, SS. Benedict and Se- 
bastian. Lozenge-shaped pinnacles 
contain the Ecce homo between the 
Virgin and- angel annunciate. In 
the pilasters, two angels and four 
half length saints. In the predellas, 
the Martyrdom of S. Sebastian 
and two other incidents, with four 
prophets in the intermediate pilas- 
ters. This hideous cross between 
the SanSeverini, Alunno, and Cri- 
velli is signed: “Opus Ludovici de 
Urbanis de Sato Severino.” Ricci 
gives copious notices of this pain- 
ter who was consul at S. Severiuo 
in 1488 and 1493, and of whom 
there is a record that he was in 
litigation with a brother painter in 
1466 (Mem. ub. sup. 1. 221). Ricci 
iilso describes au altarpiece of 1463 
by the same hand in S. M. delle 


I Grazie at S. Severino (Ib. I. 222). 

I ^ The same cross is visible in 
this artist as in Lodovico. The 
altarpiece represents the Virgin 
and child (the latter copied froj)i 
Crivelli) between two saints in 
episcopals afld the kneeling saints 
Rocli and Sebastian. The outUncs 
are angular and the ornamentation 
after Crivelli. On the step of the 
throne the words: “Hoc opus fac- 
tum fuit tempore dhi Johannis 
abatis, aho dui 1492, Stcphaims d. 
fcico Ginesio p.” 

^ This is a panel injured by a 
split. The sul)ject on gold ground. 

* Ricci publishes it in full (Mem. 
ub. sup. 1. 190-— 200), giving ns 
Boccati’s name which is Gio. lUer 
Mattco Antonio Aunutii Boccati. 

® Mariotti, Lett. Pitt. ub. sup. 
p. 68. This picture has been re- 
moved since these lines were writ- 
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a warm tempera, with tones of body and polish like 
enamel; in which the Virgin and child are enthroned, 
between two playing angels within a screened recep- 
tacle of stone, round which seraphs stand. S. Donainick 
and S. Francis each present two kneeling members 
of the Brotherhood; and they are accompanied by SS- 
Ainbrose and Jeroin, Gregory and Augustin. A garland 
of roses is above the Virgin^s head; the infant allows 
his hand to be licked by an eager dog which he holds 
by a leash; and in the distance at the sides, angels are 
placed in a decoration of vases and festoons, in rear 
of which trees and flo\vers show their leaves and blos- 
soms. In a predella are scenes from the Passion.^ The 
long-necked, slender waisted figure of Mary with its small 
hands, all contoured with hair lines at sharp angles, — the 
angels, are Umbrian in character, and prove the education 
of Boccati to have been derived from the models of Gubbio 
and Fabriano, and to have embodied many Siennese ha- 
bits. They also recall another kind of art, that of Bar- 
tolommeo di Tominaso and Aliinno, the representatives 
of the school of Foligno which, by the industry of the 
latter, assumed an independent position towards the close 
of the fifteenth century, and took the place of the 
older ones. 

This school was remarkable for its absorption of pecu- 
liarities obtained from Benozzo Gozzoli, who thus, though 
more humbly, shares with Piero della Francesca the ho- 
nour of introducing the Florentine element into Umbria- 


ten, to the gall. comm, of Perugia 
under No. 4. 

1 This altarpiece is much in- 
jured. The S. Ambrose, part of S. 
Jerom, and the whole distance be- 
hind them, are repainted. The Vir- 
gin’ s blue mantle and parts of the 
vestments of other figures are 
lUtewise new. The colour is dim- 
med by restoring. The predella, 
detached from the altarpiece, re- 
presents the Capture (reminiscent 


of Domenico BartoliA the Crucifi- 
xion (recalling P. della Francesca 
in some figures), SS. Thomas Aqui- 
nas and Peter martyr. A procession 
to Calvary is quite in a Siennese 
character. On the border one reads : 
“Opus Johis Bochatis de Chame- 
reno.” On the step of the Virgin’s 
throne, the date 1437. The central 
panel three feet one inch high. The 
predella has also been removed to 
the gal. com. of Perugia, numb‘d No.5. 

8 «: 
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But Giovanni Boccati did not merely receive this Flo- 
rentine bias at second hand from Benozzo. lie also 
shared some of the errors of the master of Borgo S. 
Sepolcro ; and in the altarpiece of S. Domenico his infant 
Christ wears an aged look, and presents hard wooden 
forms like those of Francesca.^ Yet Boccati is but a 
second-rate in whom the varied influences of Sienna, 
Umbria, and Florence do not yield anything like per- 
fection. The grace of the Umbrians verges in .him upon 
vulgar exaggeration; the singularity of the Siennese in 
costume becomes almost grotesque in his person; the ac- 
curate drawing of the Florentines is unknown to him, and 
he has not an inkling of the science of perspective. Yet, 
he had a moderately successful career at Perugia, in the 
public Gallery of which he has, we think, left at least 
two Madonnas attended by angels whilst some of his 
panels have found their way to Orvicto^ and to Koinc.'^ 
In Girolamo di Giovanni of Cainerino, who has been 
generally taken for the son of Giovanni Boccati, we 
trace other tendencies; and the solitary specimen which 
bears his name, at S. M. del Pozzo in Monte S. Martino 


^ Note liis sliort Irizzled liair 
and protrudiiijj belly, the tliiii lip- 
ped open mouth showing the teeth; 
the gTotesque short waisted dress 
of the anjjels and their long thin 
necks, and generally, the wrinkled 
faces. The drapery too is remark- 
able for straight and broken 
Hues of excessive fretpioncy. 

2 One of these (No. 21) is in 
prayer adonng^ the infant, stretch- 
ed on her lap in a tahernacled 
throne attended by six angels play- 
ing and singing; an angel with a 
lute on the left, another Ijeatiu^ a 
drum on the right foreground, 
others picking flowers. The Sa- 
viour plays with a bird. His shape 
is long, angular, and lean. The 
colour is softly fused, but flat and 
reddish in the flesh tints which are 
altered by varnishes. 

The second of these (No. 70) 


I is aVirgiu giving the breast to the 
I infant, with angels ofl’oring flow- 
ers, others in front seated and 
playing. IVliieh ornament is lavish- 
ed on the drosses. 

^ Private ehapel (»f the Oasa 
Pietraugeli at OrvLeto. A A^irgiii 
and child between >SH. Havino, Ju- 
venalo, Augustin and Jeroin, an- 
gels with flowers, and two seated 
in front playing. This is a some- 
what injured panel (Virgin’s head 
new), on gold ground, without the 
painter’s name, l)ut dated 

Home, belonging to Monsiguov 
Badia, Sis. Ibud the Hermit, and S. 
Christopher, two o))long pamds of 
high onaiind surface colour. 'I’liey 
ax'o assigned to Pmro della Fran- 
cesea, but arc, probably, by (Ho. 
Boccati, — would, indeed, be bis 
best, if authentically shown to 
be his. 
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near Fermo, bears the impress of Boccati; of Matteo da 
Gualdo, and of Vivarini. Moschini found him registered 
in the guild at Padua under the date of 1460;^ but 
Girolamo clung to the traditions of his country^ and dis- 
plays only so much of Paduan character as may be con- 
ceded to the Vivarini; a Venetian family the pictures of 
which are by no means scarce on the seaboard of the 
Marches, and which competed in these regions with the 
long-lived and numerous one of the Crivelli. 

The altarpiece at Monte S. Martino is signed. It was 
completed in 1473, and represents the Madonna, the 
child; and four angels, between SS. Thomas and Cy- 
prian. The defects, which disfigure Giovanni Boccati 
and Matteo of Gualdo, clearly exist in Girolamo, whose 
Virgin has a round soft head resting on a slender neck. 
The child lacks all comeliness. A crucified Saviom*, 
moiumed by his mother and the Evangelist, ornament of 
the central pinnacle, is bony and aged, though fairly pro- 
portioned, but the method of the Vivarini is apparent in 
the low, flat, and somewhat dry tempera, in the outlines, 
and in the general mode of rendering form and folds 
of drapery.^ 

More of the Paduan stamp would be admitted in 
Girolamo, if we could certainly assign to him a B. 
Jerom penitent, belonging to the Cavaliere Vinci at 
Formo, a careful figiu’e, hastily laid in with a plenteous 
touch of pigment of a reddish flesh tint, reminiscent of 
Matteo da Sienna and of Bono Ferrarese, a Mante- 
gnesque pupil of Pisanello.^ 


^ MoscMni dell’ Origine e delle 
vicende della pittura in Padova. 
MDCCCXXYI. Tipografia Cres- 
cini, pag. 24. 

2 In medallions on the spandrils 
of the central panel are the Yirgin 
and angel annunciate. S. Thomas 
holds the girdle and reads. Be- 
neath the Yirgin are the Words: 
“Jeronimus Johahis de Camerino 
dopinsit MCCOCLXXIU”. On the 


side pinnacles are an Archangel 
Michael weighing the souls, a 
characteristic figure like one by 
the Yivarini, aijd iS. Martin shar- 
ing his cloak, with SS. Peter and 
Paul in medallions in the points. 
The Virgin’s mantle is injured, 
likewise the neck of S Thomas. 

3 S. Jerome kneels and beats his 
breast before the crucifix. The 
cardinal’s hat, the lion are by him, 
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We do not pretend to guess at the connection between 
Boccatl and Girolamo ; but the latter continued the art of 
Giovanni; and that art, if not in itself attractive, is still 
interesting as we follow it from Oamerino through the 
Marches towards Ascoli, and see it mingling with that of 
Padua and Venice. The reader s attention might still be 
arrested by fragments in the sacristy of S. Agostino at 
Monte S. Martino,^ and by a church standard, with sub- 
jects on both sides, in the crypt of the church of Sar- 
nano;^ but the course of the narrative leads us onwards 
upon the spiral route described at the outset of these 
notices. 

We thus reach Gualdo Tadino on the Mediterranean 
side of the Appennine, and find there Mattco, who is a 
partner in Giovanni Boccati^s modes of thought and exe- 
cution; but who, at the same time, tends more faith- 
fully to maintain the Umbrian style which was to 
culminate in Perugino. That he was a feeble artist not- 
withstanding, modernizing, though perhaps hardly sur- 
passing, the Lorenzos of S. Severino, may not bo denied ; 
but he naturally inclined towards the neighbouring draughts- 
men of Foligno. There are no authentic panels by Ixim 
in the town in which he was born, though one, dated 
1462, is said to have existed there. His manner is ap- 
parent in a S. Anna teaching the Virgin to read, a 
Virgin and saints, an Annunciation in S. Francesco,'^ and 
a Madonna in the Duomo, of Gualdo;* ** but a genuine 


and his sandals are loose on the 
ground. A bear licks his paw be- 
hind the saint to the right. The 
distance is a rock in which a cave 
opens, and on the left, the distance 
recedes to a city and far horizon. 

* Here is a pinnacle with the 
crucified Saviour between the Vir- 
gin and Evangelist in the same 
style as the altarpiece already de- 
scribed. 

* On one side, the Annunciation 

with the Virgin’s head partly obli- 
terated, on the other Christ cruci- 


fied between the Virgin and S. 
John, much scaled, l^auol, -on gold 
ground. 

^ These are all in the choir and 
of very little importance. 

4 This is in an elevated position 
on the high altar. A triptych much 
injured, assigned toMattoo,is said 
to exist at Nociano, two miles from 
Gualdo, and a Virgin between S. 
Roch and Sebastian in S. I’olle- 
grino, throe miles from the same 
town. The head of the Virgin in 
this last piece is said to bo injured 
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fresco will be found in a solitary cbapel on the hills 
outside Gubbio, S. M. della Circa near Sigillo, on the 
inner walls of which a Virgin and child with a dog in 
its arms, and a Virgin of Mercy, are depicted 5 and on a 
pilaster near the latter are syllables of his name.^ 

A light reddish water-colour, on a ground of green, 
shadowed consequently in verde, and stippled up in lights, 
forms the flesh-tone of the first of these Virgins, whose 
square oblong face seems cast in the mould of the San- 
severini, whilst the usual affectation of grace, involved 
di'aperies, tenuous outline, profuse pattern ornament, and 
positive tints prove the painter^s Umbrian nature* In the 
second Virgin, the frame rivals in length and slenderness 
those of Giovanni Boccati, whilst the angels, who loop 
the cloak, might be confounded with those of the 
Fulginese, Bartolommeo di Tommaso, or Alunno. Pleasing 
heads, and pretty coifs comparatively set off a few of 
the females beneath the mantle, and distantly resemble 
those of Piero della Francesca in the Virgin of 
Mercy at Arezzo. We are struck in both men by a com- 
mon Umbrian origin and a diligent hand, however wide 
we may find the distance between them as regards merit. 
But Matteo's pictorial career offers a further similarity 
with that of Giovanni Boccati insofar that we may trace 
his pencil south of Gualdo, as we have traced it here 
north of that place, in a chapel called S. Maria in Cam- 
pis near Foligno, in which the decorations are by two or 
three hands, affected by the vicinity of Benozzo Gozzoli 
at Montefalco. If there, however, some obscurity and 
doubt ■ may exist as to the part taken by Matteo, his sig- 
nature authenticates a fresco in S. Caterina, or as it is 
more commonly called, SS. Antonio e Jacopo, of Assisi, 


by tapers, but certain pinnacle 
figures are described as worthy of 
preservation. 

* “Ma . . eu. pin . . . su. . . . MD. 
. . . probably ‘‘Matteus pinxit 
sub anno &c.” 


On the same wall is a Concep- 
tion, the most defective of all these 
paintings, the infant a carica- 
ture of that which Bartolommeo di 
Tommaso of Foligno repeated. 
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a chapel the greater part of which was covered with fres- 
cos by Benozzo’s assistant Pietro Antonio, 

The whole wall facing the entrance simulates an inter- 
coluniniated space, in the centre of which the Virgin is 
enthroned; and accompanied by angels. Two of the hea- 
venly messengers sit in front playing instruments. S. 
James and S. Anthony stand at the sideS; each gravely 
escorted by an angel holding a candlestick. Above a 
frieze of festoons pinned with cherubs’ heads, the Virgin 
and angel annunciate face each other, parted by a win- 
dow; and a dog, emblematic perhaps of fidelity, is near 
the former, 

A striking relation between this and old Gubbian art 
is evident; and the S. Anthony is- but an ugly adaptation 
of that of Guido Palmerucci; but the paltry masks and 
defective shapes, clothed in straight or broken drapery, 
imitate the humble works of Giovanni Boccati, whilst the 
Annunciation distantly reminds one of that of Piero della 
Francesca in the Gallery of Perugia. The bricky flesh- 
colour, bounded by wiry lines, is singulai'ly unattrac- 
tive; and the date of 1468 preceding the artist^s 
signature, on a card wafered to one of the pillars, 
tells when and by whom this poor ci’oation was carried 
out.^ Nor is this all that Matteo da Gualdo did to adorn 
this chapel. The angels in the panel-spaces, below tho 
roof which protects the facade, are his, as well as tho 
fragments of a Saviour in glory above, and SS. James 
and Anthony by, the portal.^ A Virgin and child in 
the sacristy of S. Francesco at Perugia; a S. Jorom 
and a S. Paul, belonging to it in the Gallery of that 
city, ax'e the only additional pieces that caxi be given to 
Matteo.'* 

^ The niscription runs: “hoe in tone. The figures are more 
opus factu fuit suh ano dni ihle mummies. 

quatrigetesimo sesagesimo octavo ^ On the step of the Virgin’s 
die primo junij. Mactoiis deUualdo throne one reads: “hoc opus fecit 
pinsit.” fieri Lucas Albcrtiis doini Fvancisci 

2 These paintings are all much p aia Micluiline.” Tho gold groxmd 
damaged, and the colour, as far of the centre and of the side 
as one can see, is dark and positive panels in the academy has been 
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We have seen how nearly related he was to Bartolom- 
meo di Tommaso of Foligno. This was a man of 
Umbro-Siennese education, who flourished in the earlier 
part of the fifteenth century, interesting less for his merit 
than for a clue which he affords for ascertaining the 
source of Alunno’s style. 

“JMessei' Kiiialdo cli Corrado Trinci, ultimo Signor di Foligno, 
create priore di qiiesta colligata I’anno 1480 fece dipingere la pre- 
sente tavola colla sua immagine posta a pie della Sedia di M. V. 
da Bartolommeo di Tommaso pittore della stessa Citta.” 

This modern inscription is on the frame of a picture 
in S. Salvadore of Foligno, representing the Virgin and 
child in a wide throne surrounded by little angels, and 
adored by a half length miniature of the last of the 
Trinci. S. John the Baptist and another saint are at 
the sides; and two smaller canonized personages of the 
two sexes are in two pinnacles removed .from their 
original place J We accept the tenor of tliis statement 
as a copy of the genuine one formerly on the frame; 
and we conceive that this otherwise unknown Umbrian 
is a man of no great renown, whose instincts taught him 
to follow the wide-spread lessons afforded by his earlier 
countrymen and such Siennese as were affected by the 
models of Taddeo Bartoli and Domenico di Bartolo. In 
the full face and arched brows of a short-waisted but 
long, stiff Virgin, whose arm and hand are filed to a 
reedy thinness, we notice the origin of the Umbidan soft- 
ness remarkable at a later pexiod in Alunno, the longing 
for gi’ace of Boccati and Matteo of Gualdo, and their ill- 
chosen features and drapery. The angels, of the same class, 
are yet nearer to those of Alunno, whilst the awkwardness 


repainted yellow. These two pieces 
are now united in the galleria com- 
munale of Perugia. No. 91. 2. 3. 

We may add to the list a tavola, 
No. 122. in the Perugia gallery, re- 
presenting the Virgin aild child, 
and Baptist which may, possibly, 


be due to Matteo, and two scenes 
from the life of S. Francis, No. 565 
cabts. in the gallery of Munich, on 
gold ground, assigned to Antonio 
Pollaiuolo. 

^ There is an outline of this Vir- 
gin in Rosini (ub. sup. III. 34). 
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of the infant; the square formS; wrinkled flesh; and small 
features of tlie saints equally prove the tenacity with 
\Afhich the old Siennese types were preserved in the 
smaller cities of this part of Italy. The d5m grey tones, 
resulting from time and neglect, preclude criticism, but 
the whole piece is marked enough to serve as a test of 
the authorship in others; and we are thus enabled to 
ascribe to Bartolommeo the Flight into Egypt, on the 
front of S, Salvadore, near the portal, a mutilated Vir- 
gin, child and saints in S. Domenico,^ and a rude fresco 
illustrating an incident in the life of S. Barbara in S. 
Caterina, of Poligno.^ 

In the meanwhile, Benozzo Gozzoli had settled at Mon- 
tefalco, and his dexterity soon roused the spirit and ex- 
cited the rivalry of men following his profession in Um- 
bria. In 1452, a chapel was built by a pious gentleman 
of Foligno, at a short distance on the road to Spoleto, 
and it afterwards bore the name of S. M. in Campis.'* 
Its walls were covered with frescos, of which largo por- 
tions remain; an Annunciation, with two saints beneath 
it; Peter rescued from the waves, with a kneeling 
patron by its right-hand corner; and a large Cruci- 
fixion, with attendant groups, on the face behind the 
altar They are hardly of respectable talent ; possibly by 


^ The infant holds a bird and a 
scroll towards which the Yirgiu 
points; the whole under a feigned 
arch. Eemains of the nimbuses of 
saints lower down on the wall are 
visible. What still meets the eye, 
is injured. Since the above was 
written, the fresco has been de- 
tached and placed in the municipio 
of Foligno. 

* A long inscription closes with 
the date of 1449, hut does not give 
the painter’s name. The persons 
who ordered this fresco, were the 
nims of the convent who did so in 
remembrance of one of their num- 
ber. Beneath the scene from the 
legend of S. Barbara is a Virgin 


and child, with two angels leaning 
against the pillars that support the 
niche; and further on, a S. An- 
thony with a nun in prayer before 
him. 

t ® This is proved by an inscription 
outside the chapel, on a stone near 
the door which has boon walled 
! up since the place ceased to bo 
used for worship. On this stone 
one roads: “Pictri de Cola dalle 
Casso la fe fare nuesta cappolla. 
MCCCCLII.” 

^ Amongst the subjects on the 
remaining wall is a S. Christopher 
and four figures almost gone. The 
ceiling was originally blue and be- 
starred. The Christ of the Cnici-- 
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Matteo da Qualdo, and Pietro Antonio, assisted perhaps 
by Alunno himself. The name of Pietro Antonio is sug- 
gested because he is a native of Foligno, because we 
know that he studied under Benozzo ; and we see 
the imitation of this prolific Florentine in the subjects 
above enumerated. There is no doubt that the Annun- 
ciation is a counterpart of Gozzoli’s at S. Fortiinato, 
tinted in his usual reddish water-colour, outlined in his 
wiry fashion, and copiously stippled; whilst the saints, 
especially the more Umbrian ones below, have the slender- 
ness and length, with less of the defects of those by 
Bartolommeo di Tommaso. The Rescue of S. Peter is 
taken from that of Giotto in the mosaic of Rome, in- 
cluding the winds blowing at the upper corners, and the 
fisherman angling at the side. We can understand such 
an imitation being derived from one who should, like 
Benozzo, have just left the capital. But the Crucifixion 
also is taken from that in S. Francesco at Montefalco, 
though the attendant figures are drawn in the weedy and 
feeble forms, and with the grimace of those by Boccati, 
Matteo, and even Alunno. 

It is not rare to find this compound style in the pro- 
pox’tions just noticed at Fohgno. It is apparent in an 
imperfect fresco of the Annunciation, outside the monas- 
tery del Popolo near the Ancona gate,^ in remnants of 
a Virgin, child, and saints above the door of the Con- 
vent of S. Anua,^ inside of which Pietro Antonio left a 
S. Francis receiving the stigmata. The type, originally 
fine in Angelico, shorn of some beauty by Benozzo, is 


fixion and the Peter rescued from 
the waves, are feebler than the 
remainder, 

1 The lower part of the piinci- 
pal figures is gone. The upper half 
of S. Kosa attending to the right, 
is obliterated ; but what is left, is 
an imitation of the manner of Be- 
nozzo. 

* The lower part of this piece is 
also obliterated. The Virgin sup- 
ports the child in a standing posi- 


tion on her knee. He gives the 
benediction and holds the orb; 
two angels supporting a dais ; two 
others and two saints in waiting at 
the sides. The distance is an or- 
namented balustrade on which 
small wooden figures of seraphs 
pick flowers. The figures are rigid 
and motionless, round eyed as in 
Sassetta’s pictures, the outlines are* 
marked, but the colour is clear and 
rosy. 
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still further debased by subsequent transmission 5 and 
this is as true of the foregoing examples, as it is of si- 
milar ones to which the name of Pietro Antonio is at- 
tached; such as the Virgin and child amongst saints above 
the portal of the monastery of S. Lucia, dated 1471;^ the 
same subject in the same position in the monastery of S. 
Francesco at Foligno, dated 1499;- and the scenes from 
the life of S. James in SS. Antonio e Jacopo at Assisi/" 
The latter, no doubt cotemporary with those of Matteo 
da Gualdo (1468), are less devoid of power than later 
ones, but they prove, as indeed all the frescos of Pietro 
Antonio prove, that he was an Umbi'ian on whose stock 
the Florentine character was engrafted by the teaching of 
Gozzoli; for he not only took the conceptions and the types 
of the latter; he used a thin bodied water-colour, within 
engraved and continuous contours; he conscientiously and 
carefully employed materials familiar to the followers of 
Angelico, and courageously cropped the excessive luxuri- 
ance of Umbrian ornament; but he exaggerated also the 
rigidity observable in Benozzo and, as was hwi too natural 


* A modern inscription, but copied 
on the lines of an older, runs as 
follows: “Opus Petrus Antonins 
Mesastris de Fulginei piusit, 
MCCCCLXXI.” The Virgin and 
child are reminiscent of those of 
Benozzo. The attendant saints 
are SS. Lucy and Clara. The 
vaulting of the arch of the lunette 
is full of ornament, interspersed 
with heads of monks and ligures. 
The nimbuses are finely engraved 
like those of Angelico. 

2 These are life size figures. At 
the Virgin’s sides are SS. Francis 
and John the Baptist ; and two an- 
gels support a drapery in rear. But 
half of the one to the right is 
wanting, and the colour in other 
parts is scaled. It is a dull and 
rude work of Pietro Antonio’s 
later years, inscribed with the fol- 
lowing words which will not long 
be legible : “Piet. . Antonio pinsit 
1499”. 


3 The subjects here painted arc 
the same we have noticed in S. 
J3zagio di S. Girolamo at Forli l)y 
Pulmezzano. They are taken from 
the legend of S. James, On the 
oven where the roasted fowl are 
made to revive by the saint, are 
the words: “Petrus Autonius de 
Fuligno pinsit”. In the scene to 
the right of this, where S. James 
restores the hanging youth to life, 
two figures have been added by a 
later artist to whom wo may also 
assign a S. James and a Ansano 
on the next lower course, in the 
lunette of which an Kternal ap- 
pears in a glory of cherubim, and 
attended by angels. By the side of 
S, Ansano is a S. Anthony by J'^xer 
Antonio. On the fourth wall are 
scenes from the life of the latter 
saint, and the four FvangoUsts 
fill the triangular spaces of the 
ceiling. 
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for one of his inferior talents ; introduced no life into 
wooden figures, which were but mechanical and imperfect 
copies of conventional forms. Pietro Antonio lived to 
the close of the fifteenth century, and perhaps longer; 
and his industry, not confined to the circuit of Foligno 
or Assisi, took him as we believe to Narni, Trevi, and 
to other cities of this part of Italy. ^ 

Pier Antonio, however, was surpassed in ability by his 
cotemporary and fellow-townsman Niccolo Aliinno of Fo- 
ligno, whose earliest attempt discloses a coiiain ripe- 
ness of power in 1458. Six years before this, S. Maria 
in Cainpis had been decorated in the manner previously 
described; and we should think that Alunno was en- 
gaged there, because the influence of Benozzo, which 
had clearly extended to the painters of that chapel, is 
equally evident in the composition and spirit of Niccolb 
at a later time. 

Benozzo had inherited in some measure the mystic ten- 
derness and softness, the kindly religious feeling of An- 
gelico. 'When he appeared in the neighbourhood of Fo- 
ligno, he found an art there in which expression of sweet 
melancholy, purity and resignation was the principal 
object aimed at. Between this Umbrian feature and 
the sentiment of Fra Giovanni there was so natimal an 
affinity that their combination might have been foretold. 

Alunno embodied, and gave a more rational form to 
the manifestation of modest composui’e and maternal af- 
fection in the Virgin, or of veneration and sympathy in an- 


^ In a room, of old tlie refectory 
of S. Francesco of Foligno, is a life 
siz^ Vir^n witli the child attended 
hy seven angels, much injured, but 
in the style of Piero Antonio, and 
dated 1486- A mutilated Virgin and 
child, angels, Bajitist and another 
saint of the same character may be 
seen in S. Domenico of Foligno. 

A Virgin and child between SS. 
Francis and Jerom attributed to 
»Spagna, but doubtless by Pier 
Antonio fills the lunette of the por- 
tal at fc). Girolamo of Narni. In the 


same style above one of the al- 
tars in S. Martino of Trevi is a 
much damaged fresco representing 
the Virgin and child, Francis 
and another friar, and six angels; 
further, ou another altar, the Char- 
ity of ft. Martin, much injured 
fresco, slightly reminiscent of Ti- 
berio d’ Assisi. 

In the same manner one sees at 
S. Girolamo, near ftpello, above 
the door, a ft, Francis receiving 
tlie stigmata. 
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gels. In exceptional cases he imparted energy and life 
to saints; he tried to assimilate some of the qualities 
hitherto denied to his countrymen; in foreshortening the 
human body; he drew minutely and carefully. His Um- 
brian frame was thus changed and improved by contact 
with Benozzo; but this Florentine was not calculated to 
raise the standard of taste in any sense; his trite con 
ceptions suggested nothing grandiose; his vulgarity pre- 
pared nothing refined, his imitative fibre was plastic to 
receive, not strung to convey. Alunno therefore did not 
excel any more than his predecessors in balance of com- 
position, in correctness of drawing, or in flexibility of 
flesh. His figures, on the contrary, are often rigid, wooden 
and vicious in form; his faces are frequently repulsive; 
they abound in coarseness and grimace. A marked 
feature in him is the brown tinge of his coloui', verde or 
reddish in shadow, ruddy in light; Siennese in fact in ap- 
pearance, as it is in the method by which its peculiar 
stamp is attained; but withal in keeping as regards 
the general harmony. 

Tradition assigns to Bartolommeo di Tommaso the title 
of Alunno’s first teacher, and a comparison of the two 
men confirms the common belief. Educated in a local 
atelier, imbibing as an alterative something of Benozzo, 
Niccolo is an Umbro-Florentine, and the true rc])re- 
sentative of the art of Foligno. Without attributing 
to him the exaggerated importance which he is made 
to bear, history may admit that he was one of th^se 
whq prepared the way for others of more note. His 
types, impressed by Vannucci with a new elegance, were 
of influence in the rise of the Perugian school which 're- 
ceived its finish from Raphael. 

Alunno^s first altarpiece at Diruta has boon deprived 
of its sides and predella, but the Virgin, attended by 
SS. Francis and Bernardino, has already the character 
common to the complex of the master's works. The 
whole piece, when pei'fect, was no doubt an improve- 
ment on previous ones at Foligno, and we may con- 
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cede to the principal group a fair amount of compo- 
sure and affectionate feeling, a feeling kindly and mater- 
nal rather than refined to religious mysticism. Its date 
(1458) tells us the time when Alunno lived at or laboured 
for Diruta, and completed not merely this for the 
church of S. Francesco, but the more nidely handled 
subjects of a standard in the Brotherhood of S. Antonio 
Abate."^ 

At Assisi he did much and variously; the whole 
front of S. Maria degli Angeli, says Vasari,- besides 
panels and flags. A mutilated Crucifixion on canvass 
on the high altar of S. Grispino,**^ a Virgin of Mercy, 
S. Rufinus, and scenes from his legend in the Brother- 
hood of the same name, are weak or injured specimens 
of his industry.*^ A banner, called the banner of 
the plague, in which the patrons of Assisi pray to the 
Virgin who, in obedience to their entreaty, implores 
the Saviour's intercession, once in S. Francesco, now 
in the Ramboux collection at Cologne, poorly illustra- 
tes Alunno's manner, and shows how Benozzo’s forms of 
subject, become extended;^ but the best thing at Assisi 


^ This panel is so damaged that 
its value is much impaired. The 
Yirgin sits on a marble throne with 
angels in adoration at each side. 
The saints kneel in front, S. Fran- 
cis introducing a small kneeling 
patron with a scroll in his hand on 
which is written: ‘‘Jacobus Rubei 
de Deructi hoc opus . . . p, a.” (the 
syllables “ructi” new). On the 
base of the Virgin’s throne is the 
following: “Nicolaus Fulg. . . pin- 
xit MCCCCLVin. die . . The 
standard is painted on both sides 
with subjects, now much injured, 
on gold ground: on one face S. 
Anthony enthroned with two an- 
gels supporting the mitre, above 
his head (S. A.’s black dress re- 
painted and scaled in parts), in 
front, kneeling brethren, and above, 
a Christ crucified and angels; on 
the other face, a very ugly Flagel- 
lation, beneath which Ss. Egidio 


I and Bernardino. In the Crucifixion 
I we trace the imitation of Benozzo, 
in the angels, a reminiscence of 
Bartolommeo di Tommaso. The 
Saviour in the Flagellation hercu- 
lean and coarse. 

* V. 278. 

2 Christ crucified and half of a 
Virgin and -Evangelist on canvass. 

^ This standard is in a bad state. 
SS. Francis and Chiara, under the 
mantle, introduce a number of the 
brethren. Two angels support a 
crown above the Virgin’s head. All 
the heads except that of S. Chiara 
are retouched. On the opposite 
side of the standard, S. Rufinus en- 
throned between SS. Vittorio and 
Louis, both in episcopals. Two 
incidents from the legend of S. R. 
on the lower part. This side is all 
but obliterated. 

® No. 202 of that collection. 
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is the Madonna in the Duomo; the centre of which, 
reduced to a circular shape ^ and let into a modern 
panelling; contains the Virgin; child; and angels re- 
miniscent of similar ones by Gozzoli; whilst the saints in 
the sideS; and the three little incidents of the predclla 
demonsti'ate liow it might chance that a well posed figure 
of regular features should be found by the side of 
others less worthy of praise.^ 

As if it were the fate of Alunno's altarpieces to be dis- 
membered; one of 14G5 hangs in separate portions at the 
Brera of Milan; a Madonna with saints ; the sides and 
pinnacles of which are but partially catalogued; yet seem 
as if they might easily have been put together again. 
Rigidity and grimace; sharp positive colour render this 
piece peculiarly unattractive ^ A more genuine; and happier 
combination of grace and nature justly claim- more in- 
dulgence for the canvass at‘S. Maria Nuova of Perugia. It 
was ordered for the Brotherhood of the S. Annunziata 
in 1466; and is now framed on an altar; presenting to the 
spectator an angel turning with an air of veneration towards 
a modest and composed Virgin; whilst the Eternal in the 
usual glory sends down the^dove of the Holy Ghost; and 


^ On the base of the Virgin’s 
throne one reads: pns Nicolai 

de Fnli . . o MCCCCL . . . 

S. Pietro Damasio standing writ- 
ing oecnpies a niche in one of the 
sides to the right of S. Cassiano 
holding an inkhorn and scroll and 
dictating. In the pinnacle a Virgin 
and three seraphs. 

Tlie S. Pietro a tine %iire of 
regular type and naturally posed, 
Cassiano weaker, but still not 
without feeling. In the other side 
aiy fcs, Lawrence and a bishop, 
with the angel anminciato between 
two seraphs in the pinnacle; the 
two saints injured and the colour 
scaled, Predella 1.: the body of S. 
Knhnus on a car drawn by oxen, 
accompanied by clergy, soldiers 
and people; 2.: the martyrdom of 
S. R.; 3.; the recovery of his body. 
As for the Piet^i and angels in la- 


ment spoken of by Vasari V. 278., it 
is said that such a ])icture on can- 
vass existed, I)iit was, pro))al)Iy, 
sold in past times. Notliing is 
known of a panel by Aliiuuo in 
S, Francesco. 

® Of this (Usmcmlxn'od altarpi(!cc 
three parts are catalogued. No. 77. 
Virgin, child and angels, inscrilied: 
“Nicolaus FulginaH i)ln,xit 
MCOCOLV.” 

theVirgin’s dross now and the rest 
somewhat damaged; No. 100. 
Francis; No. 110. Sa lUirnardino. 
Besides this exist No. d30. S. 
Louis, a H. Sohastian, not num- 
bered, and piiiuacdes, rei>njHont- 
ing “Christ crucilied and four an- 
gels”, half length: .Jerom”, “S. 

Anthony”, “hi. John the Baptist”, 
“a Baint”, all ])y Alinmo, and 
doubtless parts oftliesame picture. 
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SS. Philip and Juliana recommend the kneeling members 
of the Brotherhood J Ahxnno never drevsr a more graceful 
form than that of Gabriel with his crisp wavy hair bound 
in a crimson cincture; he seldom more completely shoves 
how the Umbrian type could be improved by the adap- 
tation of that peculiar sprightliness which Benozzo in- 
troduced under Angelico’s influence. The very border 
of seraphs and festoons^ which parts the upper from the 
lower groups, is on the model of Gozzoli. 

The Vatican Museum now shelters the altarpiece of 
Montelpare dated in the year 1466,^ with its numerous 
pinnacles, pilasters, and double predella, and a less com- 
plicated one with the Crucifixion for its centre, the 
original place of which is not ascertainable,^ both to be 
classed amongst the inferior productions of Alunno. The 
Colonna Gallery in the same capital owns a “Madonna 
del Soccorso^^ by the same hand/ and the Monte di 
Pieta a Virgin, child, and saints/ all of these much like 
a vast series, monumental in shape, finished in 1468 for 
the Chiesa del Gastello at S. Severino.® 


^ This is a tempera with life size 
figures, on an altar to the left of 
the portal with an inscription half 
hidden in white-wash as follows : 
“Sotietas SS. Anuntiate fecit fieri 
hoc opus. A. D. MCCCCLYl”. 
Since the above was written, this 
picture has been placed in the gal- 
leria communale at Perugia. 

2 See Ricci I, 201. The central 
panel is empty. Six saints erect 
form the sides with the addition 
of a second and higher course con- 
taining six half lengths. A Pieta 
in the central, saints and angels 
in the side, pinnacles. Fourteen 
half lengths form one predella, be- 
neath which is another in which are 
seventeen half-figures of females. 
.On the border are the words: “Ri- 
cliolaus Fulginas MCCCCLIIIin.” 

® In the side panels of this piece 
are SS. John the Baptist and three 
other saints. In the central pin- 
nacle a Resurrection, in those at 

VOL. III. 


the side, a Prophet in a medallion 
surrounded by three seraphs in 
rounds. 

Canvass, half life size. 

^ Centre, the Virgin and child 
(life size). At the sides in niches 
are SS. Francis, John the Baptist, 
Jerom and ? Chiara. Medallions 
six in number, in the spandrils, are 
filled each with a cherub’s head. 
This piece is on canvass, partly 
scaled and partly restored. 

® Centre. The Virgin, child, and 
angels, between SS. James, Seve- 
rino, Francis and youthful Hubert 
(profile). Pinnacles; centre; — the 
Saviour and seraphs, Daniel, Jere- 
miah, and the Virgin and angel an- 
nunciate. Predella (eight feet 
long). Centre: Christ in a circu- 
lar glory embossed with cherubs 
in relief, between twelve apostles 
in relief in niches. The dress of 
the vulgar S. James is repainted. 
The cope of S. Severino is in part 
renewed. The same may be said 

9 
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Alunno was now modifying to a certain extent the ear- 
lier impress of Benozzo; and beginning to infuse new 
elements into his great composite pictures. Of these he 
completed one in 1471 for the church at Gualdo, where 
we already find some of the grimace of Crivelli; one at 
Nocera (1483); at Aquila (I486); at S. Niccolo of 
Poligno (1492); and La Bastia (1499). The majority 
of these may be catalogued together with others of less 
authenticity 5 but that of S. Niccolo deserves more than 
a passing notice. It is one of those collections of panels 
within an architectural frame; of which we possess so 
many by Siennese; Umbrian; and Venetian artists. Its chief 
subject is a Nativity, in which the Virgin's tender action 
somewhat compensates for defect of form; in which S. 
Joseph is drawn in classic attitude; but with repulsive 
face. The infant on the ground before his mother is a 
stuffed doll; and a crowded landscape recalls the Vene- 
tian school; and even Palmezzano. Amongst the saints 
in a triple course above and at the sides of the Nativity; 
some are almost caricatures; more are vulgav; griiU; 
mouthing or affected; but the Resurrection of Christ in 
the gable is one of Alunno's most successful efforts. The 
movement of the Redeemer; as he steps out of the tomb; 
reminds one of Benozzo’s creations; and at the same time 
of the Mantegnesque in Crivelli; and this not only as 
regards character and drawing; but as regards mould 
which remains; at the same time; Umbrian and almost a 
counterpart of that usual in Fiorenzo di Lorenzo. The 
Saviour’s naked body is dry in bone and muscle; the head 
regular. The guard sleeping by the tomb is boldly fore- 
shortened in imitation of the MantegnesqueS; after the 
fashion adopted by Giovanni Santi at Gagli; nor would 
it be presumptuous to suppose that Niccolb had had oc- 


of the mg-ntle and tunic of the Yir- 
gin, and of the veil on the infant, 
S. Francis is the best figure of the 
series, but the altarpieco as a 
whole is of an inferior quality, 


even for Alunno. On the border, 
above tho prodolla, arc the words: 

^‘Nieolaus Fulgiiias piuxit. 
MOOOOLXVm.” 
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casion, ere lie carried out this work, to analyse Signorelli's 
fresco in the Duomo of Orvieto, Yet whilst he thus at- 
tempts to adapt his style to the bolder one of a far 
greater master, his better proportioned figures are still 
feeble* The predella which was kept in France when the 
chief portion of the altarpiece was restored to its original 
place after the peace of 1815, is marked by similar features 
to those above enumerated; whilst its colour is dull and 
brown in shadow.^ 

The following is an additional catalogue of Alunno^s 
extant works: 

Gualdo, Duomo. — The Virgin, attended by angels, holds the 
infant erect on her knee and receives from one of the messengers 
of heaven a basket of cherries. A vertical split damages the panel 
which is capped by a cracifixion, between Maiy, and John Evan- 
gelist. The contorsion of the Virgin’s face as she embraces the 
body of Christ, is worthy of Ciivelli. A star at the pinnacle point 
contains the Saviour in benediction. A double course of full and 
half length saints occupies the sides, SS. Paul, Peter (his yellow 
dress in part new), Frahcis (grimacing as in Crivelli), Bernardino 
(full length part new, part scaled); Sebastian, Diego, Louis, Mi- 
chael, (half lengths). The side pinnacles are filled with half lengths 
of SS. Christopher, Clara, Stephen and another. On the base of the Vir- 
gin’s throne are the words: “Nicolaus Fulginas pinxit MCCCCLXXI”. 
At each side of a receptacle for the wafers of the host in the pre- 
della are angels with festoons of flowers, and eight saints in 
niches ; — others in the pillars parting the niches (which are double), 
six figures in the pilasters of the altarpiece, and an angel on each 
of the plinths. The S. Paul is an instance of Alunno’s occasional 
success in the production of a good form, erect, stepping out, broad 
and easy in drapery, natural and flexible. The colour is powerful 
and harmonious. A trivial realism marks a monk, with goggles, in 
the predella. The whole is on gold ground. 


1 At the sides S. Sebastian in an 
affected attitude, S. Nicholas very 
exaggerated, SS.Michael, and J ohn 
the Ijvangelist, are placed. In the 
upper course of the sides are half- 
lengths of SS. Monica, the Baptist 
(vulgar and grim), Jerom (coarse 
mouthing and cramped in action), a 
bishop. At the sides of the central 
pinnacle are four, in each of the 


pilasters five, saints. The predella 
at the Louvre is numbered 31, and 
represents Christ on the mount, 
the Flagellation, Christ led to 
Calvary, the Crucifixion, Joseph 
of Arimathea, and Nicoclemus on 
the road to Calvary, i long in- 
scription names the author and 
gives the date (1492). 

9 ^ 
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Arcevia, Spedale, — Ricci notices here an altarpiece of 1481, 
(Mem. I. 201.) According to Gaye (Kunstblatt 1837, No. 85) the 
Virgin and child are enthroned between SS. Francis and Sebastian; 
on the obverse is the Annunciation; and the date is 1482. Besides 
the name and the year, a scroll in the hands of the infant Christ 
is said to read thus: “Per li dulgi pregi della mia diletta matre e 
del martiro Sebastiano et del Divoto Francesco io benedico qiiesti 
miei confrati 1482.” 

Noeera. Duomo Sacristy. — The Nativity, the Virgin, on her 
knees, adoring the infant Saviour, angels, under a dais; between: 
SS. Lawrence, Rainaldus, Felician and Francis, above which arc 
SS. Sebastian, John the Baptist, Paul and Catherine. A Coronation 
of the Virgin and four half length doctors of the church arc in the 
five gables. Six half saints are in each of two high pilasters capped 
by an open hand carved in wood, with a hole at the wrist for relies. 
A series of recesses parts the body of the piece from the prcdella in 
which there are twelve half lengths of apostles. The figure of S. 
Felician is one of the exceptionally good ones. On the border of 
the chief course is the inscription: “Hoc opus Nicolai Fiilgiuatis 
MCCCCLXXXm.” 

Aquila, Convent ofS. Chiara, A fine Alunno. — Christ crucified is be- 
wailed by four angels; a monk grasps the foot of the cross, the Virgin 
fainting to the left, the Evangelist grieving to the right. The Re- 
deemer is drawn with a fair show of anatomy. At the sides are 
1. Christ on the mount; 2. Carrying his cross; 3. Rising from 
the tomb, with a fourth scene from the Passion. The llesh tints 
in the crucifixion arc a little injured. On the border is the signa- 
ture: “Nicolai Fulguiatis MCCCCLXXXVI”. 

Another picture of the same period in the same convent is tlie 
Virgin and child between SS. Paul, Francis, Chiara and another 
female saint in a double course; the cnicifixiou forming a central 
gable. (The notes of this work are mislaid by the authorsf and 
the painter cannot be named with precision as Alumio.) 

Serra Petrona. — Ricci mentions a Madonna in S. Francesco of 
this place dated 1491 (Mom. I. 201). 

Foligno, -S. Niceold. — A Coronation of tlio Virgin by Alunno is 
in the cappella S. Antonio, belonging to the Ruspoli of Camorino. 
Beneath the principal group, S. George overcoming tho dragon; SS. 
Bernardino in extasy, and Anthony looking up. In the prodolla are 
medallions of the Ecce Homo, Virgin, and S. John Evangelist. On 
the plinths of the pilasters two shields are supported by two angels 
each. The distant figures have a strength and firmn6ss which might 
remind one of Signorelli;, the movements of some horsemen being 
powerful and good. The rest is in Alunno^s less happy manner, 
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Foligno, S, Bartolommeo {fuor di), — A Martyrdom of S. Bartho- 
lomew by flaying. In this convent church is also a poor Alunno 
damaged hy repainting. 

La Bastia. — In the church of this place which lies between 
Assisi and Pemgla, is an enthroned Virgin and child, surrounded by 
angels. Various fruits and a vase of cherries are on the foreground. 
SS. Sebastian and Michael Archangel are in attendance. The 
lunettes contain the Eternal and seraphs, the Virgin and angel 
annunciate. In the predella, Christ, half in the sepulchre, is em- 
braced by the Virgin, whilst his hand is kissed by S, John Evan- 
gelist. Two angels in lamentation are to the left, one grimacing to 
the left, holds a light. David, Zachariah, Mica (with goggles), a 
saint, Isaiah, and Daniel are divided on each side of the Pieta. 
The enthroned Virgin’s attitude is kindly and pleasing. The angel 
and Virgin annunciate are amongst the best by Alunno, with some- 
thing reminiscent of Giovanni Santi. Much colour has scaled away, 
and the predella is injured. The general tone of what remains 
is warm in lights, cold in shadows. On the middle border is the 
inscription: “Hopns Nicolai Fulginatis 1499.” and on the right 
plinth one reads in a cartouche: “Questa cona la fatta fare la 
paternetfe de don Beningnio de Sex Marino de Spiello piuano de Seo 
Angilo de la Bastia p I’anima sua et p sua devotione”. A similar 
cartouche on the opposite plinth is illegible. 

Bologna gallery. Standard. On one face is the Annunciation with 
the Eternal above, amongst angels, conceived in the spirit of that by 
Signorelli at Volterra, or of Santi at Milan. The angel seems to 
run and betrays all the defects of Alunno. On the obverse are 
the enthroned Madonna and child over whose heads the Eternal 

suspends a crown. This is signed: “Hopus Nicolai de ” 

It has been suspected to be due to one “Deliberatore”. The 
latter word having been formed out of the final and now ab- 
raded part of the inscription. Liberatore has probably been read 
in error for Foligno. At all events the character of the painting 
makes it obvious to be an Alunno.* 

Assisi, — Exchurch of S, Lorenzo al MoniCf near Rocca, Here, in a 
mined edifice, is a tabernacle, radely painted, in the Umbrian style, 
but probably not hy Alunno. In it is a Virgin and child, and S. 
Francis with the Eternal in the vaulting, and a saint in a niche. 
Beneath S. Francis are small kneeling personages. The following 
are remnants of a signature: . , cbola pictor”. 

Louvre, Musee NapoUon 111, — Ex Campana gallery. No. 111.: 
a standard representing a Virgin of Mercy with the faithful under 

* There is no picture in exis- and that of Cagli which Lanzi 
tence, signed Niccolo Deliberatore mentions, is not to be found. 




lU 


THE FIFTEENTH CENTUEY. 


CiTAP. V. 


the mantle in charge of SB. Francis and Chiara. The Saviour 
above is much injured and repainted, also numerous little saints, 
all by Alunno. No. 88. Annunciation, genuine likewise. 

Berlm Museim, No. 137. Virgin adoring the infant Saviour on 
her knee, an Umbrian piece without the marked features of Alunno ; 
and rather reminiscent of Fiorenzo cTi Lorenzo. The ground is 
regilt. 

Carlsruhe. Museum. No. 350. This, described by Dr. Gaye, who 
Scaw it at Assisi, is a standard originally in the church of S. Gre- 
gorio of that city. In its original condition, one side was filled with 
a S. Gregory in episcopals on a throne; a book in Lis left hand, 
his right giving a blessing. A green cloth is held back by two 
angels, and at the saint’s feet kneel (right) the men, (left) the 
women, of a Brotherhood. Higher up, the Flagellation is a similar 
composition to that of the Alunno at Diruta. Above the pillar to 
which the Saviour is bound: S. P Q. R. and near the Saviour 
the words: “Hopus Nicolai Fulginati 1468‘‘. On the obverse, high 
up, death, with the scythe, and S. Francis in extasy in front of 
a red curtain. Below, the crucified Saviour, S. John Evangelist, 
and the Virgin, and the Magdalen at the foot of the cross. As 
now arranged, the S. Gregory and the Crucifixion are placed over 
each other, with a signature on the border, and the rest is ab- 
sent. This must have been originally fine. The angels attending 
on S. Gregory, are not without feeling; the S. Gregory himself is 
regular in shape, and there is no want of relief in the parts. 
The forms of the Christ in the Crucifixion are purely roudcrccl 
though imperfect in proportion. The head is expressive. The 
imitation of Benozzo is very apparent. 

London^ National Gallerij. No. 247. Bust of Christ ascribed to 
Alunno. See antea. Matteo da Sienna. 

Oaiford University Gallery^ S. Francis, S. Catherine (?) called 
Giotto (presented by Hon. W. Fox Strangways). The character of 
these two foliated panels is uncertain on account of repainting, 
but they seem to issue from the schools of Alunno or his pupils. 

St. Petersburg. Gallery of Count Paul Stroganoff. Virgin and child 
ascribed to Alunno, really by Fungai (see po§tea). 

The career of a man of middling capacity has thus boon 
followed in its changes. Its interest lies in the clue which 
it affords to the various influences felt throughout Umbria 
and the Marches during the latter half of the fifteenth 
century. Its opening years are unknown to us; its close 
is equally obscure. No trace of Alunno has been dis- 
covered subsequent to 1499. 
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Tlie art which dragged on a poor existence at and 
about Foligno in those days was below mediocrity, and 
showed that Alunno was not a man of a temper to 
animate disciples with a 'vdgorons life.^ He was kept 
up to a certain mark by feeling rather than by any very 
important acquirements or talent. A production of one 
who might claim to have been his son, once existed in 
Todi. Its predella bore the inscription: Nicolas Fulgineas 
fecit . Latantius filius delineavit ano MCCCCLXXXXVI.^'^ 

This sketch of the progress of men exhibiting local 
peculiarities; modified by /Others greater and better than 
themselves, would be incomplete without an allusion to one 
Lorenzo, respecting whom Rumohr publishes a quaint re- 
cord. The preservation of his name is due to the vanity 
of a citizen of Viterbo, Niccola della Tuccia, who having 
compiled a book of the annals of his native place, could 
not resist the temptation of inserting a passage in it 
relative to himself. He describes how Nardo Mazza- 


^ There were many, there are 
still productions of these years at 
Foligno and in neighbouring pla- 
ces. The following for instance: _ 

Foligno, S.M. infra Portas. This 
church still contains some of the 
paintings of which it was of old 
full; a S. Jerom crowned by two 
angels (half length), a S. Roch on 
a pilaster reminiscent of Pier An- 
tonio and Alunno; a Virgin in grief 
with the dead Saviour on her 
knees, a poor piece with something 
even of a follower of Ottaviano 
Nelli; a Redeemer on a pilaster by 
a follower of Alunno and in the 
same spirit ; a crucifixion with an- 
gels, Virgin and S. John Evangelist 
of which the lower part is gone ; 
and a Virgin and child, and S. 
John with an inscription giving 
the name of the person who or- 
dered the fresco. 

Foligno, S. Giovanni De collate. 
In this church are^paintings of no 
value, to be marked only for the 
sake of recording their existence. 


Foligno, Alla Madonna, called 
Fiamminga, half a mile on the road 
to Spello. In the apsis is a Virgin 
adoring the child on her lap, be- 
tween SS. Sebastian, John the 
Baptist, and two other saints, with 
angels in attendance playing in- 
struments. The Eternal (repainted 
in the sixteenth century) and the 
town of Foligno appears above, 
and heads of Sybils fill a lower 
feigned border. These are paint- 
ings of the time subsequent to 
Pier Antonio and Alunno, as are 
likewise a S, Francis and a Ma- 
donna on the walls which have 
been injured. 

Foligno, (near) S. Maria in Cam- 
pis, feeble fresco, Yir^n, child, 

[ S. Francis (rest gone), inscribed: 
“Fatto fare li rede de’ Jochimi 
da Santo rachio per loro devozione 
1507, rude work, continuation of 
the local school. 

j 2 It belonged to, and was sold 
by, Signor Leoni. 
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tosta, having caused a chapel in S. M. della Verita, out- 
side ViterbO; to be painted by Maestro Lorenzo di Pietro 
Paulo, that artist took him for a model in his fresco of 
the Presentation of the temple, ^^on the of April 

1469 .'^ 1 

The chapel of Nardo Mazzatosta is still open to the 
curious of our day; and on its walls they will see, in a 
lunette, the Procession of Mary and her parents to the 
temple, with the Sposalizio in a lower course ; in a second 
lunette, a Virgin and angel annunciate with saints, and 
the Nativity below; in a third, the Burial and Assump- 
tion of the Virgin; finally in the ceiling the symbols of 
the evangelists, prophets, fathers of the church, and con- 
fessors, the venerable Bede amongst them. 

Nothing can be more clear than the imitation of the 
manner and conceptions of Piero della Francesca and 
Melozzo in the Presentation and Sposalizio. Lorenzo not 
only designs with the examples of Piero in his mind; 
he endeavours also to reproduce his architecture and per- 
spective. In some portraits his realism is not without 
power; but vulgarity and affectation are sticking. He is 
not correct as a draughtsman. His colour is cold and 
dull. His perspective is false, liis foi'ms rigid. These 
features are, however, more striking in the Nativity tlian 
in the Annunciation, which recalls Benozzo. Nor are the 
reminiscences of that master confined to one subject. 
They are produced with equal force in the ceiling, 
in which a head like that of the venerable Bede,- seems 
a caricature of the Florentine in bricky tone as well as 
in features. 

The initials of Lorenzo, and the date 1469, confirm 
the annals of Niccola della Tuccia,^ but Lorenzo was 
busy in other parts of S. M. della Veritk, besides the 
chapel of Nardo Mazzatosta; and an Annunciation, a Mar- 
riage of S. Catherine, and a Madonna giving suck to the 
infant Saviour, all of them completed in 1455, betray the 
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same rude hand, and the influence of Gozzoli.^ But we 
need not be surprised at this; because Lorenzo is pro- 
bably the author of a series representing incidents from 
the lives of S. Bernardino and S. Anthony, in S. Fran- 
cesco of Montefalco.^ 


^ Below the Annunciation is the 
inscription: “Hoc opus fecit fieri 
Antonius Jacobi MCCCCLV”. 

2 The life of S. Bernardino is 
illustrated on one, that of S. An- 
thony on the other, side of the cha- 
pel. In a lunette, Christ is cruci- 
fied in the presence of the Virgin 
and Evangelists. In the ceiling are 
the symbols of the four Evan- 
gelists. The lunette shows the 
spread of Benozzo’s influence; 


the other frescos reveal the extent 
to which the examples of Piero 
della Francesca were studied even 
by painters who could only cari- 
cature his types and exaggerate 
his defects. The series under no- 
tice is inferior to that of S. M. 
della Verita, but the hand is appa- 
rently the same; and on the base 
below a fresco of a miracle by S. 
Bernardino are the ciphers of the 
date MCCCCLXI. 
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CHAPTER VI. 

BONFIGLI AND FIOllENZO i)I LOKENZO. 


We believe that no satisfactory grounds have ever been 
given for the conspicuous position attained by Perugia 
as a school of art in the fifteenth century. It is natural 
that we should feel surprise at the greatness of Perugino 
when we consider how long the earlier Umbrians remained 
second to their brethren of Sienna;^ but it is desirable 
that some explanation should be given as to the causes 
of that greatness, and that we should know to whom it 
is due. 

Unusual importance has been given to Alunno, who 
is supposed to have influenced the career of Pietro Van- 
nucci. But the painters of Foligno, as well as those of 
Perugia, derived something from their connection with 
the Florentines; and, whilst Alunno owes much to Goz:- 
zoli, Benedetto Bonfigli received his impulse from Dome- 
nico Veniziano and Piero della Francesca. 

We require no better clue for tracing the progress of 
Perugian art in the person of its first local celebrity, 
than that afforded by the series of frescos illustrating the 
legends of S. Louis of Toulouse and S. Ercolano in the 


* In addition to examples of 
local wall painting at Penigia in 
tlie earlier times, a scries may 
now be added of frescos of the first 
half of the fifteenth century some 
of which have been transferred to 
the Galleria communale. One of 
these is a lunette detached from 


a senes of similar pieces in fcsta. 
Giuliaiia reprosenting the adora- 
tion of the Magi aucl the circum- 
cision. The character of this piece 
is old Gubbian, iii consideration 
not only of the costumes which re- 
call those of Ottaviano, but of 
the drawing. 
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Hall of the Palazzo Comunale in that city. They were 
begun in 1454, partly finished in 1461, and still incom- 
ifiete in 14965 reflect changes superinduced by the 

progress of painting throughout Italy; as well as by ac- 
cidental causes; and they prepare us for the perfection 
of Perugino. They are a combination of the Florentine 
and Umbrian with the Ferrarese and Paduan. 

Bearing in mind that Domenico Veniziano was at Pe- 
rugia in 1438, that Piero della Francesca; his pupil; left 
marks of his passage there ; we accept without hesitation 
the evidence of Bonfigli's pictures, and we perceive from 
whence he derived the mixture of Umbrian and Floren- 
tine character which those works reveal, 

Domenico Veniziano, even when staying at Perugia, 
was acquainted wuth most of the Florentine artists 
of the time. Bonfigli likewise shows that he was not 
ignorant of their fame; and when he undertook the 
Crucifixion and scenes from the life of S. Louis in the 
chapel of the Magistrate he challenged before-hand the 
opinion of Fra Filippo, Angelico, or Domenico. It was no 
wonder that he should know the latter, who had actually 
resided at Perugia; and that he should learn from him 
to revere the talents of two friars who were amongst the 
best men of the Florentine school. 

When Domenico Veniziano was in the full expanse of 
his powers, Bonfigli was, however, comparatively a be- 
ginner. We trace him at his craft from 1453 to the end 
of the century. He may have been Domenico Veniziano’s 
assistant, and have laboured in company with Piero della 
Francesca. 

Although Bonfigli’s name is not on the register of the 
Perugian guild before 1461,^ he enjoyed all the privi- 
leges of a master in 1453, having appraised a relief 
by Battista di Baldassare in that year.^ Before that 
time, no doubt, his works had become known; and i)ic- 


^ Mariotti, Lett. pitt. Per. ub. 
sup. 130. 

- The sentence in full is in Gua- 


landi, Momorie, ub. sup. ser. V. p. 
8. It is dated: “1453, XlII. Au- 
gusti”. 
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tures exist in which a relationship is apparent between 
him and Giovanni Boccati, Matteo of GnaldO; or Ben- 
venuto di Giovanni. The Annunciation, once in the 
Orfanelli, and later in the library of Signor Vincenzo 
Bertelli on the Piazza at Perugia, is one of these J 
Earnestness, feeling, and grace are not to be denied to 
the slender, high waisted angel and Virgin; and the 
faces, marked by broad foreheads and small chins, arc 
agreable enough. The hands are filed to a pointed shape, 
whilst the feet remain coarse, and the draperies straight 
or broken at right angles. A clear rosy tone witliout 
much shadow, a good deal of gold in the brightly 
contrasted stuffs are equally strong characteristics of 
the painter’s Umbrian nature, whilst the angels wlio 
surround the Eternal in benediction in the golden sky 
are drawn in a spirit of affected elegance, with gai*- 
lands of fl.owers forming quaint crests on their heads, re- 
minding one of the neatness conspicuous in Gentile da 
Fabriano. In obedience perhaps to the strict terms of a 
written agreement, S. Luke is made to 'sit in the middle 
of the foreground, with his symbol couchant at his side. 
Some perspective is shown in the colonnade and terrace 
at the base of which the Virgin kneels; and a panelled 
marble-screen closes the court behind the angel. 

To this local work an Adoration of the Magi in S. Do- 
menico of Perugia may be added, which has been assigned 
to Gentile da Fabriano on account of its essentially Gub- 
bian features.^ Time and restoring have injured and 
dimmed the colours, but there is no mistaking the style 
which is that of Bonfigli, perhaps more than usually in- 
termingled with Siennese features like those of Taddeo 
or Domenico Bartoli.*^ Passavant I’emarks, that accord- 


1 It is now provisionally oxhi- 
bitecl in the gallery of Perugia, 
under No. 15, 

* Now in the Perugia gallery, 
No. 18. 

® This feature is particularly ap- 


parent izi a ligurc of the Baptist. 
The distance is a laiidscapo ou a 
goldground. The infant Christ is 
humpbacked and angular; th(‘ 
draperies arc straight and })roken, 
the colour flat and positive in con- 
trasts. Vasari (V. 276) assigns to 
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ing to tradition this Adoration is due to the year 1460 ; ^ 
but this must be proved. Bonfigli had already en- 
tered into a very extensive practise at that time. He 
had not only accepted (1454) the commission for frescos 
in the Palazzo Comunale,* but (1459) another for a 
Brutus in the refectory of the Priori in the same build- 
ing; and in 1461,^ he enjoyed the honour of seeing the 
first of these orders valued by Fra Filippo.*^ 

The Priori did not at first contract for the whole 
chapel. They resolved that the wall hallowed by the 
altar should be decorated with a Crucifixion; in which 
SS. Louis and Ercolano should attend on the Virgin 
and Evangelist; whilst on the remaining area, forming 
one half of the chapel; the legend of S. Louis should 
be illustrated. It is not difficult to ascertain the 
order in which the frescos were carried out; though 
some of them are seriously injured; nor is there any 
doubt as to the poi'tion which Fra Filippo valued. The 
friars' award which is still extant; distinctly alludes to the 
finished part as being on the side of the chapel looking 
towards the old palace of the Priori. Bonfigli may thus 
be supposed to have first done the Crucifixion, to 
which a more modem one has been since substituted. 
To the right of that, as you face the Crucifixion; are 
the Consecration of S. Louis as bishop of Toulouse, the 
Miracle of a merchant at Marseilles, and a third subject 
now almost obliterated. After the award, and therefore 
subsequently to the year 1461, he promised to furnish 
one compartment in every six months, until the whole 
chapel should be ready; yet we find him leisurely pro- 
ceeding in 1464;^ quarrelling for salary with the General 
Council in 1469,^ still taking instalments of payment in 


Bonfigli an Adoration of tlie Magi 
in S. Domenico whicli may be sup- 
posed to have been that described 
in the text. 


^ Vas.V.276; and Mariotti, Lett, 
ub. sup. 132. 

3 Ib. 140. 

4 Ib. 133. 4. 

3 Mariotti, ub. sup. 134, 

3 Ib. 135. 


* Passavant, Raphael (I, 479). 
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1477; and even in his will dated 149G; leaving a provi- 
sion for the completion of that which he had not found 
time to bring to a close.^ The patience of the Perugians 
would be strange indeed, were it not for a passage in 
one of the council records of 1409, which explains their 
equanimity. In the course of his differences with the 
Priori; Bonfigli threatened to throw up his engagement; 
if certain conditions, upon which he insisted, were not 
fulfilled. Had Bonfigli been considered by his townsmen 
as an artist easily replaced by others, his threats miglit 
have been ridiculed; but the Perugians really admired 
him; they declared that the frescos of the chapel were 
the greatest ornament to the city; and they believed that, 
were they not finished with equal talent and success, an 
ignominious stain would be cast upon them.^ Bonfigli’s 
claim was therefore conceded. Nor can wo be surprised 
even now, that such should have been the result. 

Under the new agreement he painted the funeral of 
S. Louis, and the siege of Perugia by Totila, with the 
death and burial of S.. Ercolano, on the wall facing tlie 
Crucifixion, and, on the remaining spaces, the translation 
of the saint to S. Pietro. 

Large portions of the Consecration have scaled away; 
still the Pope may be seen enthroned giving his blessing 
to S. Louis, a monk near the latter, and part of a car- 
dinal by the former; but the best preserved bit is tlus 
head of an aged friar in a peristyle to the left. It is 
easier, however, to judge of Bonfigli's power from the 
next episode; of the merchant whose money and goods 
had been lost in a storm at sea; whose prayer to S. Louis 
being heard, he recovered the gold and silver in the en- 
trails of a fish purchased on the market placo.*^ A broader 
style in the treatment of drapery, good proportion, a care- 

‘ Ib. 136. lies with a hirg(j purse near it, por- 

® Ih. 136 lookinfv on at the miracle, a 

city in the (listnucc with a Hoa in 
3 One sees a fisherman receiving' which two ships are lloatiu^^, au<l 
money for the fish, a monk kneel- an apparition of Louis in tin? 
ing at a stand on which the fish sky. 
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ful nude of a fisherman taking pence, reveal a study of 
Piero della Francesca and of the Florentine school. 

The third subject, mangled as it is, preserves some in- 
terest, because S. Louis is represented in it looking dov'n 
from a circular glory in a foreshortened attitude, like that 
of the Eternal by Uccelli, or that of the angel in Fran- 
cesca^s Vision of Constantine at Arezzo. The arch, above 
which the saint appears, might even confirm Vasari's des- 
cription of Bonfigli's visit to Rome. 

The fresco of the Death of S. Louis, is a composition 
of symmetrical order. The mendicant brothers sun’ound 
the youthful saint, and mourn over him with decent 
grief, whilst males and females in lay costume stand 
in the aisles of the church in which the funeral cere- 
mony is performed. The monks who bear the tapers 
or incense, move with some nature and animation. The 
architecture is drawn with a perspective skill which 
reveals the influence of Piero della Francesca; the 
figures remind one of those by Domenico Veniziano. 
They are inferior to these, but like them they sin by 
shortness of stature and some vulgarity of features or 
expression.^ 

The incidents from the life of S. Herculanus can only 
be understood by a reference to local legendaries, the 
Bollandists and Fez's anecdotes being insufficient. These 
declare indeed, that the Perugian bishop was ordered to 
be decapitated and flayed by Totila, and that when the 
body was found again after forty days, and taken in pro- 
cession to a consecrated resting-place, it showed a whole 
skin and no signs of corruption, whereas that of a child 
buried with it was in a state of putrefaction. In 
the right-hand side of one* fresco the saint lies de- 
capitated on the ground, again about to be consigned 
to the grave together with the child. But on the left, several 


^ Tlie upper pfirt. to the left, the lower to the right, of this fresco 
are scaled off. 
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men are killing an ox, and a priest addresses Totila's 
lieutenant; whilst a fight is depicted in the distance. The 
next fresco shows the procession of clergy carrying the 
body; accompanied by the community; the whole much 
injured by the scaling of the wall. Both pieces are strik- 
ing; because the first contains a view of the church of 
S. Ercolano and the Roman gate as they now stand; and 
the second, a perspective drawing of the old palace of 
Perugia. Both have a fair amount of life and motion, 
with something of the exaggeration familiar to Matteo of 
Sienna. 

Looking at the work as a whole, we are not sui’prised 
that a man who thus modified the Umbrian style by 
adapting to it that of Domenico Veniziano and Piero della 
Francesca, should be a favorite with his countrymen. 1 lis 
manner is superior to that of all the Umbi’ians of his 
age except Piero. It proves his acquaintance with classic 
Florentine art; it places him as regards merit, as well as in 
respect of aim and purpose, in the ranks of those Ferrarcse 
whose labours adorn the palace of Schifanoia. It shows 
his familiarity with the modes of cotemporary Paduans and 
Veronese. His progress, no doubt, was only gradual. But 
we have seen that in his earliest period he commanded 
the respect of craftsmen; and the growth of his expe- 
rience could not but increase that feeling. Wo accord- 
ingly find; not only that his dilatoriness at the Palazzo 
Comunale was borne with patience by the PerugianS; but 
that he was entrusted with commissions irrespective of 
an undertaking the successful termination of which was 
heartily desired. His appointment as umpire to decide 
the value of the new front, added to S. Bernardino of 
Perugia by the Florentine Agostino d’Antonio, was alike 
honorable to all engaged.^ The numerous productions 
which issued from his atelier at various subsequent pe- 
riods, prove kthat the contract at the Palazzo (Jomunale 
was not to be considered as precluding him from inter- 


^ See the record in M<ariotti iib. snp. pp. 72. 97, The date is 1400, 
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mediate commissions. A banner for the company of S. 
Bernardino (1466), a Virgin of Succour for the church 
of Corciano (1472), a standard for the Brotherhood of S. 
Fiorenzo (1476), a Virgin of Mercy for tlie church of the 
Commenda di S. Ci'oce (1478), and many otlier pieces 
testify to Bonfigli^s industry. Nor is it uninteresting to 
mark in them the gradual expansion of his powers. 

The ^^Gonfalone'^ of S. Bernardino is a large canvass 
with a gold ground, on which Christ attended by angels, 
gives his blessing to S. Bernardino who stands before 
him bearing the name.^ Below, between the spectator 
and a view of the August Perugia^^,^ are two incidents 
from the legend of S. Bernardino.*"* In the large head 
and festooned draperies of the Christ we see Bonfigli 
still clinging occasionally to the peculiarities of Taddeo 
and Domenico Bartoli's school; and the dull colour of 
a spare tempera is not agreable to the eye. The Virgin of 
Succour at Corciano is an imperfect specimen, deprived 
of its original appearance by restoring and repainting.** 

The standard of S. Fiorenzo is better, and almost w^or- 
thy of a place by the side of the frescos in the Palace. 
It was commemorative like that of Corciano, — allusive 
to the stay of a plague assigned by the indolent and 
superstitious to the severity of God, but attributable 
also to the improvidence of man. It was destined to ho- 
nour the Virgin whose intercession had been prayed for; 


1 The canvass is at present No. 1 
in the gallery of Perugia. 

2 On a building of the hack- 
ground one reads: ‘‘Augusta Pe- 
rusia. MCCCCLXnni”. 

3 S. Bernardino burning the 

books of disputants and the wea- 
pons which are usually appealed 
to when reason does not settle dif- 
ferences, and Pius distribu- 

tion of tapers in 1459. This picture 
is already assigned to Bontigli by 
Vasari (V. 276). 

von, in. 


^ The Eternal holds a bundle of 
arrows some of which he has 
thrown down. They have been 
intercepted by the mantle of the 
Virgin beneath which SS. Nicholas 
of Tolentino, Macarius, and Sebas- 
tian stand, the latter recommend- 
ing some kneeling figures : In the 
centre, in front, is a model of the 
town of Corciano; on a shield in 
the gate the date: “1472”. Two 
angels loop up the Virgin’s cloak. 


10 
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and she was represented borne in a cloth by angels; 
showing the infant Saviour erect on a basket of flowcrs; 
SS. Pellegrino and Florentius, Sebastian and Philip on 
the foreground, attended by kneeling dames and men, 
parted into two principal groups by an angel holding a 
long scroll. On this scroll a feeble poet has written the 
angeFs proclamation. He cries out to a people full of 
iniquity to thinl?: of its sins, and remember that the Vir- 
gin is its successful intercessor; and at the close of the 
lines one reads: ^^nel mille settanta quatro cento 
The light tempera, embrowned by time, is bravely handled, 
and not without a judicious distribution of light and 
shade. Some feeling in the Virgin and grace in the 
angels counterbalance the defects apparent in the hard 
stiff nude of the infant Christ. 

These qualities may be found in four saints; in a Vii*- 
gin, child, and angels, perhaps the centre of an altar- 
piece of which the foi’egoing were the sides, in four 
scenes on a small scale belonging to a predclla, and in 
two pinnacles, hanging separate in various parts of H. 
Domenico of Perugia. One sees in the central panel the 
influence of Fra Filippo, and in the angel and Virgin 
annunciate of the pinnacles a gentle modesty akin to 
that of Alunno, who may have been at Perugia at this 
time.^ But for the damage which it has sustained, W(j 


^ The infant Saviour cxtcutls his 
hands which show the marks of 
the crucifixion. In the lower bor- 
der of tile canvass arc incidents 
from the lives of the saints who 
attend in the body of the pictixro. 

2 Two figures in each side. SS. 
Catherine and Peter, Paul and Pe- 
ter Martyr. Thy arc well reliev- 
ed by light and shade, well pro- 
portioned and not without nature in 
movement and regularity of form. 
The central panel which is hopeless- 
ly and almost totally injured, is not 
usually visible to the public. The 
Virgin is in the middle, the angels 
four in number at the sides, of the 


foreground, 'riie piec.(^s oT pre- 
della ropreseut the Crucilixiou 
which has almost disappeartul, the 
Baptism of Christ, the i)e(‘onaUou 
of y. tlolin, and the three youths 
saved from death by the inter- 
cession of S. Nicholas. 

The two pinnacles are in the 
sacristy. ' 


The whole of these ])uhu!B are 
now in the galhny of Perugia, as 
follows: No, 01. HH, (latherine and 
Peter; No.7.*l: SS. Paul and Jh‘ter 
Martyr, The two pinnaelos are 
under No. 240, the rest unnum- 
bered. 



Chap. T1. 


BONFIG-Ll. 


147 


might place in the same class a picture in the Academy 
of Perugia; of the Virgin enthroned in front of a marble 
screen overtopped by angels, in a court in which saints 
attend at each side. A part of the surface on the right 
of the picture is abraded and leaves but a trace of the 
figures there; but the angels in prayer are amongst the 
most graceful by Bonfigli.^ 

The Virgin of Mercy in the church of the Commenda 
is a wallpainting repeating a well known and common 
composition.^ It may share attention with other pieces by 
the master in the sacristy of S. Francesco,^ in the Con- 
fraternita della Giustizia;^ in the Academy,’ and in the 
Carmine of Perugia. The latter, hanging high up in the 
choir, seems originally to have been a church standard.^ 
The Virgin adores the infant on her lap, and is suiTOimded 
by kneeling people, a king, a pope, and others. A mild 
meditativeness, similar to that which finds expression in 
Fiorenzo di Lorenzo and Perugino, already animates the 
Madonna. Outside Perugia, a chapel in S. Antonio 
Abate of Diruta remains to be noticed, in which a 
Virgin of Mercy, in the usual fashion, foms the orna- 
ment of one side, and four evangelists are distributed in 
the ceiling. The style is hard to criticize with precision, 
because much injury has been done by time and neglect. 


* No. 14. Gallery of Perugia. 
The figures are under the size of 
life. To the left are S. Thomas 
and S. Jerom, with his lion. The 
angels have the same crests of 
flowers on their heads as those in 
Bonfigli’s picture of the annuncia- 
tion in possession of Signor Ber- 
telK. 

® The figures under the cloak 
kneel at each side, holding be- 
tween them the names of a frater- 
nity. The Eternal casts his arrows 
from above, the whole much iu- 
jiired. 

3 But now Nos. 187. 189, Peru- 
gia gallery. They are two sup- 
ports to a lunette by Fiorenzo di 


Lorenzo. In these supports are 
four angels, two at each side, hol- 
ding the emblems of the passion, 
all much damaged, and two of 
them mutilated. 

^ Now Nos. 185. 190, Perugia 
gallery. Two panels in each of 
which two angels, half the size of 
life, hold baskets of roses. The 
colour is in part scaled. 

® Perugia gallery, Nos. 186. 191. 
Pour angels kneeling and bearing 
emblems of the passion, seem com- 
panions to those of old, in the sa- 
cristy of S- Francesco, being of si- 
milar size. 

It is a mutilated canvass. 

10 
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It reminds one of that in the frescos of S. in Campis 
outside Foligno. It is inferior to Bonfigli’s in the Pa- 
lazzo at Perugia ; yet more in his character than in that 
of any other artist.^ 

As for the Virgin holding the dead Christ on her knees, 
between SS. Leonardo and Jerom, a panel of 1469, in S. 
Pietro of Perugia, assigned by Passavant to Bonfigli, it 
might have been produced by the feebler brush either 
of the Boccati or of Matteo da Gualdo. It may be by 
Lodovico d'Angeli, a scholar of Bonfigli, whose manner 
approaches somewhat to that of Fiorenzo di Lorenzo. 
An angel above the Virgin seems copied from Benozzo 
or Angelico; the outlines are hard, the colour leaden 
and vitrous; and the drawing is peculiarly defective.*-^ 
We may leave this uninteresting example for the sake 
of inquiring whether it be true that Bonfigli ever visited 
Rome. 

Whilst the art of Penigia was taking, under his lead, 
a position which entitled it to a special recognition, two 
youths had been silently receiving their nurture, and 
laying the foundation of a lasting fame. Pintiiricchio 
and Perugino enjoyed the advantages which accrued 
to them from the general progress of their craft through- 
out Italy. They ceased to have local, they rapidly 
gained an Italian, celebrity. Their field of labour be- 
came enlarged; and their distinction smothered, as it 


* This fresco is assigned hy Or- 
sini to Alunno. See Vita &c. di 
Pietro Perugino hyBaldassare Or- 
sini,8^Peragia. BadneL 1804. note 
to p. 24. 

We may further notice the 
following works hy Bonfigli ^ Pe- 
rurfa gallery Nos, 108—112. Mir- 
acles of S. Bernardino, not very im- 
portant and somewhat rude. Peru- 
gia gallery; and just transferred 
thither from S, Francesco (sa - 1 
cristy). No. 123. Deposition from | 
the cross. No. 124. Christ carry- 1 


ing his cross. Fragments of a pre- 
della of Bonfigli’s school. In the 
same class, hut a little lower, take : 
Perugia gallery. No. 108—112 and 
No. 98. 9. S. Francis and another 
saint. 

Perugia. Dnomo. On a pilaster 
to the left, as one enters, half 
length of S. Bernardino, much in- 
jured. 

2 On the lower border one reads: 

“Anno domini 
Millesimo CCCCLXViriL 
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were; the humbler claims of men of whom they might 
at first have been but the apprentices. Pinturicchio’s 
connection with Bonfigli; as handed down to us by 
Vasari; was that of an assistant and friend.^ As Timo- 
teo Viti; after leaving Francia, might have placed 
his experience at young Raphael s disposal in the years 
of his upward struggle; and afterwards; by a natural 
change of parts, become the aid of his own pupil, so 
Bonfigli might have followed Pinturicchio to Rome, and 
helped him in the decorations of the Vatican. Vasaris 
curt remark; that Bonfigli's productions there were 
numerous, is expanded by Taia into a description of 
several frescos and copious grotesques^' executed at 
the Stanze during the reign of Innocent the Eighth 
(1482-92).2 

There are, however, in our days no frescos suggestive 
of Bonfigli in Rome except a Crucifixion and apostles 
in the centre of the nave and transept of S. Gio. Later- 
ano.^ What we know of Perugian chronology is not 
against a visit to Rome by Bonfigli between 1484 and 
1486. That he was disagreably busy in litigation with 
his own wife, Gioliva di Menicuccio, in 1483 and 1486, 
is proved by records in Mariotti;*^ whilst documents of 
a later date (1489), discovered by the same author,^ 
show that his relations with his partner in life were cu- 
riously improved when a third party forced him to 
defend an action in her favour. It is probable that this 
troublesome lady left him a widower shortly after, for 
in his will, dated July 6^*' 1496, he bequeathed his landed 
property to a couple of chiu’ches, and the residue to S. 


I Vas. V. 275. 

*Vas. y. 275. Taia: Descr. 
of the Vatican, pp. 385. 407 to 
409. ap. Vermiglioli 24. 66. 

® These subjects on the wall fac- 
ing the tribune, lead one to sup- 
pose they were originally by Bon- 
figli orFiorenzo di Lorenzo, yet 


an inscription declares that they 
and those on the other sides, which 
are copiously orerpaiuted, are due 
to a Florentine under Urban the 
V^*‘(1362j; and were restored (!) 
under Pius the VII***. 

^Lett. pitt. ub. sup. p. 141. 

5 Ib. ib. 
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Domenico.^ He directed that liis remains should be buried 
in the vaults of the latter: and, no doubt, the dying 
wish was obeyed; although the date of that event has 
escaped the search even of the patient llariotti. 

We may connect with the name of Bonfigli and with 
that of his cotemporary Fiorenzo di Lorenzo eight panels 
in S. Francesco of Perugia, usually assigned, though on 
insiiflicient grounds, to Vittore Pisano, illustrating the 
life and posthumous miracles of S. Bernardino, in the 
follotting order:* 

1. The birth of the Saint at Massa; 2. a girl restored to life after fall- 
ing into a well; 3. rosurrection of a dead person at the prayer of the 
4. rescue of the youth taken to execution for a riot at 
Aquila; 5. the saint healing the sick; 6. the saint curing a man 
of a wonnd (apparently caused by a bull); 7. 8. miracles of the 
same natm*e.s 

The chief interest centres in the &st four of this 
list. They are the finest things of the school at the 
period of their completion, and ajBFord a key to the identi- 
fication of Perugian art before the close of the fifteenth 
century, explaining its development from the time of 
Bonfigli to that of Pinturic,chio and Perugino. They 
combine naturalism -with classicism in a form familiar to 
Bonfigli, and fashionable since Piero della Fi’ancesca shed 
his inflitence over the Umbrian country, 'whilst they re- 
veal an approach to a kindred feeling sprung from 
the same source or altered by Paduan and Veronese 
character at the Schifanoia of Ferrara, 

The birth of S. Bernardino,'^ unequally carried out in 
its various parts, is fair in the conception of some heads. 


nhAh. 

* The panels are iu the sacristy 
of S. Francesco and are assigned 
to Pisanello by Mario tti ub. sup. i 
115, and Itosini stor. IIL 218. Pas- ' 
savant has already refuted this as- 
sertion by inquiring whether Fio- 
renzo di Lorenzo might not be the 


author. See his Raphael, I. note 
to p. 481. and Vas. com. IV. 177. 

Since the above was written, 
they have been numbered as fol- 
lows in the Perugia gallery. 234. 
210. 233. 214. 213. 228. 227. 209. 

^ Perugia gall. No. 234. 
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but derives a certain quaintness from strange dresses 
and lean figtires. It* is somewhat inharmonious in the 
tones of a tempera resembling that of Fiorenzo di Lorenzo.^ 

The ^^Resurrection of the girP^ is superior to the birth 
of S. Bernardino*^ The well from which she has been 
taken is in front of a triumphal arch, ornamented in 
good florid classic style, and inscribed: P. Q. R* 

divo . Tito . divi . Vespasiani . Tullio Vespasiano, Augusto . 

A. D. MCCCCLXXIII The child sits in the 

centre of the space; her mother, S. Bernardino and 
another Franciscan kneeling opposite, attended by a tall 
page in the tights and chaperon of the time, and lean- 
ing on a long stick, whilst wondering spectators prostrate 
or standing, balance the group on the other side. Through 
the arch, the eye wanders over pastures, trees, and hills, 
commanded by a castle. The motives which guide the 
attitudes and expressions are pleasantly suggested. The 
forms themselves are precisely and carefully made out, 
and charm by a freshness of colour for which Fiorenzo 
di Lorenzo is more remarkable than Bonfigli. In spite 
of occasionally broken and angular folds, the cloth falls 
with a neatness and simplicity that seem to foreshadow 
Perugino. 

In the third mii’acle,^ a female, kneeling with her back 
to the beholder, and a boy startled by a dog recall 
Fiorenzo and even Pinturicchio, whilst a man in profile 
near the frightened child and another standing on the 
right of the picture more decidedly display some of the 
defects of Bonfigli.^ The peculiar features of Matteo da 
Sienna or of the Ferrarese are found united with no 
happy result in the rescue whilst in the vision of 

the saint appearing in heaven and healing a sick person,^ 


* In the pictures at S. Bernar- 
dino for instance, for which see 
postea. 

2 No. 210. 

3 Perug. gaU. No. 233, 


^ A landscape of rock is arrang- 
ed with the tunnelled holes pecu- 
liar at a later period to the distan- 
ces painted hy Pinturicchio. 

5 Perug. gall. No. 214. 

® Perug. gall. No. 213. 
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tlie general style uf Boniigli and the handling of Fiorenzo 
-fjem commingled, and a perspective of classic edifices re- 
-embles one by Piero della Francesca, or that in frescos 
at the Schifanoia of Ferrara- A rude execution and hard 
dry figures characterize the rest of the series. 

These panels, suggesting a very different authorship 
from that of Pisanello, to whom they have been ascribed, 
introduce us to Fiorenzo di Lorenzo, who thus becomes 
implicitly connected with their production in the atelier of 
Bonfigli.^ T\^o therefore assume of necessity that Fio- 
renzo received tuition from Benedetto; and this view is 
confirmed by authentic pictures exhibiting a modification 
of the old Umbrian and Bonfigli’s, stjde, with a partial 
adherence to the innovating principles on which Van- 
nucci remodelled Perugian art. There is such an in- 
crease of gentleness and freshness, so much additional 
truth and symmetry and grace in his types; so marked 
an improvement in his drawing, in the absence of seeking 
observable in draperies which play quite freely round the 
limbs, and have the branching fold of Peruginos^, that 
it is obvious Fiorenzo derived some advantage from his 
great cotemporary. As a colourist in tempera, for he al- 
ways remained true to the old system, his tones are gay 
in key, even mellow, though frequently contrasted some- 
what sharply. Using the verde ground for half tints, and 
covering it with warm flesh lights, he gives the shadows 
a brown orange tone. He seems in fact to have embo- 
died the same class of features as are found developed 
by Pinturicchio, and may therefore be considered as the 
immediate precursor of a master who, during a progres- 


* Since these lines were penned, | pictures by such a name is to be 
the panels have been transferred, ! found in the remarks above made, 
as we have seen, to the gallery of 1 ex. gr. in the existence in these 
Perugia where the name of Man- i pieces of mixed Paduan and Por- 
tegim has been substituted for that I rareso peculiarities (such as may 
of Pisanello. The only justification 1 be noted in certain frescos at the 
for thus calling local Perugian | Schifanoia), 
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sive career, received a happy influence from Raphael. 
Fiorenzo^s woi'ks which are rare and valuable, are un- 
deniably of the Umbrian stamp prevailing in Alimno: 
but Alunno shares the peculiarities of Bonfigli in so far 
as both are Umbrian, Bonfigli being only more gifted and 
more versatile. Both placed the Perngian school on a 
respectable footing in the middle of the fifteenth cen- 
tury, Both had a share at various degrees in the culti- 
vation of Fiorenzo’s manner.^ The feeling prominent in 
the painter of Foligno was attractive, and Alunno cer- 
tainly left an impress on the Umbrians, because there 
was a sympathetic connection between the extatic long- 
ing of his saintly figures, and the tender ones of most 
natives of this region; but his was not the less a defective 
art, ill-calculated to command exclusive sympathy, and 
overshadowed in many respects by the earlier and purer 
one of Angelico and Benozzo, — humble when compared 
with the deeply religious and essentially Christian creations 
accumulated in the age of the revival in the old sanctuary 
of Assisi. 

If we inquire into the conduct and duration of Fioren- 
zo's life, we shall find few distinct facts to record. His 
birth, adolescence, and manhood are alike involved in 
obscurity. Perugino and PinturiccMo have cast him 
into the shade. Yet Mariotti recites the terms of a con- 
tract dated 1472, in which Fiorenzo agrees to paint for 
225 ducats an Assumption of the Virgin, with SS. Peter, 
Paul, Benedict, and Silvester; a Virgin and child be- 
tween SS. Jerom, Ambrose, Nicholas, and Paulinus, 
the twelve apostles, and others in a double altarpiece at 
S. Maria Nuova of the Silvestrines, now the Servi of 
Perugia.^ It was sought for in vain by Mariotti in the 
convent for which it was ordered, but its principal parts 


^ Baron von Rnmohr says with 
truth (Forschimgen 11, 321) that 
Fiorenzo is a pupil of Benozzo 
Gozzoli, or took much from his 


works. The influence of Benozzo 
generally through Alunno has al- 
ready been noted. 

* Mariotti, Lett. ub. sup. p. 81. 
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seem to have found a place of safety in the Academy of 
Arts at Perugia. The Virgin^ upon clouds, adores the infant 
seated on her knee, whilst two angels look up with kindly 
reverence towards her. At the sides, SS. Benedict and 
Peter, John Evangelist and Francis stand out of a golden 
ground.^ To these, which composed the principal face, 
may be added the pinnacles containing the Eternal and 
four doctors of the church, and five longitudinal pieces 
in which the angel and Virgin annunciate, two full and 
two half length saints are to he seen.- If we confine our 
attention principally to the first and most important por- 
tion of this great work, we shall gain a just view of 
Fiorenzo di Lorenzo. Eeligious composure and modesty 
in the attitude of the slender Virgin, resigned timidity 
in the gently bending head, are relieving features in a 
form not entirely free from heaviness, nor altogether 
select in details. One feels inclined to pardon the breadth 
of nostril, the lean throat and collar-bone, the falling 
shoulders, the short broad hand. The infant is not 
the w'ooden mummy that disfigures the Madonnas of Gio- 
vanni Boccati. The shape is coarse, the type common. 
The action is still broken and exaggerated, but the 
lines are not angular; and their curves reveal the approach 
of Perugino. High simface shadows, and transparent lights 
give relief to the vestments, whilst the verde ground crops 
up through the rough touches of the flesh. The angels 
with their falling locks unite grace with yoiithfulness in 
their neatly draped frame, and embody a class of beauty 
no longer surprising when one considers that the time is 
that of the great Vannucci. The saints are not less re- 


* These five panels are now nni- , the Angel and Virgin; No. 167 half 

ted under No. 13 in the gallery lengths (superposed) of SS. An- 
of Perugia. thony and Francis; No. 168. S. 

* The five pinnacles are num- Sebastian. These pieces are in 
hered as follows in the gallery of Fiorenzo’s manner and, doubt- 
Perugia. Nos. 172. 3. 6. 6. The less, formed part of the Silvestrini 
four doctors No. 174; The remain- altarpiece. They have lost their 
ing pieces are : No. Ill, full length brightness through the effec ts of 
S. John Baptist, No. 120 and 169 [ time and dirt. 
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markable as affording evidence of the progi’ess made by 
Perugian art, by their dignified mien, finished drawing, 
and careful execution. The Evangelist looldng up w’ith 
a foreshortened face, looks as if it were by Pinturicchio, 
and tells of an effort for the attainment of an ex- 
pression of inspiration. A successful rendering of 
action is coupled with some squareness of shape in 
the frame, the head, the nose and, close eyebrows. 
One characteristic series of traits may be discerned in 
all the figures. They assiune an aged look in conse- 
quence of the wTinkled aspect given to a thin casing of 
flesh that seems insufficiently to pad the bones. The 
hands are well drawn, but cramped in the Umbrian 
fashion. The system of colouring is throughout the same, 
though slightly altered by age and by repeated, var- 
nishing.^ 

Fiorenzo di Lorenzo w’as one of the Decemvirs of Pe- 
rugia when the commission for this altarpiece was in- 
tnisted to him.- That he was then of mature age and 
experience, is proved as much by the office to which 
he was elected, as by the success which he had 
achieved. He had, however, not only furnished the 
picture of S. Maria Nuova, but many pieces in addition, 
of which some are preserved in the Perugian Aca- 
demy; eight half lengths of saints in the medallions 
of a predella;^ a meagre S. Sebastian, in which the root 


1 If more detail should be requir- 
ed, one might add, the S. Peter 
is a fine figure, enveloped in too 
copious drapery. The S. Benedict 
is equally good, with the details of 
hair and beard minutely indicated, 
the lower part slightly damaged 
hy rotting of the coloured surface. 
The S. Francis is dignified in mien 
with a face of a tyjje, such as 
might become an habitual ascetic, 
the drapery not without style. 
The S. John holds a booh in his 


left hand and a pen in his right ; 
his red mantle is partly discolour- 
ed; his blue tunic adorned with 
embroidery on the hems, after 
the Perugian fashion. 

® Mariotti, uh. sup. 81. 

3 SS. Michael, Bernardino, Louis 
of Toulouse, Francis, Chiara, An- 
thony of Padua, and Jerom peni- 
tent, “ now No. 50, gallery of Pe- 
rugia. 
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of Fiorenzo's style may be distinctly traced to the school 
ofBonfigli'J and other less valuable productions,- 

But a more interesting relic of Fiorenzo's prime is 
the Eternal in a circular glorv; between SS. Eomanus 
and Eoch, in S. Francesco of Diruta. Nail holes, and 
partial scaling of the intonaco scar the surface; and the 
preservation of the fresco from total obliteration is 
probably due to the chance which led the owmers of the 
altar to hang a modem canvass in front of the wall. The 
painters name is absent: but is no doubt Fiorenzo; and 
the date (1475) in the border, above a view of the town 
of Dimta, tells the period of completion. Nothing can 
be more clear than the influence, even thus early, of Pe- 
rugino ; and the perfection attained might entitle Fiorenzo 
to rank immediately after Vannucci in Perugian annals. 
The figures are not models of artless simplicity. On the 
contrary an effort at arrangement in pose and action is 
apparent in them ; there is a studied gracefulness and affec- 
tation not only in the frames but in the play of limbs and 
extremities; and the foreshortened head of S. Romanus with 
its retreating lines reminds one of those so frequently 
produced by the master of Raphael. The draperies are 
reminiscent of those in which Palmezzano revives the ori- 
ginals of Melozzo or Piero della Francesca. The cool red 
shadows, laid in upon the verde, are well fused with the 


* Jfow Pern^a gallery. 2iTo. 64. 
The S. Sebastian is long, lean, 
bound to a column resting against 
a pilaster in an arcMtectural 
background. The tempera is spare 
and positive in contrasts of tone. 
Strange that the somewhat man- 
nered drawing of the figure should 
recall the defects apparent in 
figures by Liberale of Verona. 

* For example: Perugia gallery. 
No. 107. S. Bernardino, a dry and 
feeble work on panel. No. 100. S. 
Sebastian, wood, injured. No. 101. 
Virgin, and child in great part lost 


(wood). Unnumbered: Fresco 
from the suppressed convent of S. 
Giuliana of Perugia representing 
the dead Christ on the Virgin’s 
knee between a male and a female 
saint (part of the Virgin’s head is 
gone). The manner is that of Fio- 
renzo, but the names of Lodovico 
Angeii and of Bartolommeo Capo- 
rali are not to be excluded. No. 
15. Three saints, Margaret, An- 
thony and Catherine in one frame, 
dirty and of little importance, of 
Fiorenzo’s school, and perhaps by 
one of the above mentioned sub- 
ordinates. 
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lights, leaving still upon the eye an impression as of a 
somewhat raw and- unpolished surface. As a wall-painting, 
this is one of the most important that has been recovered 
in our day. It is not less interesting, and only less au- 
thentic, than the altarpiece in the saci’isty of S. Francesco 
at Perugia, the sides of which, containing S. Paul and S. 
Peter, have been removed from their natural connection 
with a lunette representing the Virgin in glory amongst 
angels, and have been placed side by side with others by 
a different hand. These panels are as fine as those of 
the Perugian Academy 5 and they are signed on the hems 
of the tunics with the words: 

“Florentius Lauren . . . ti pinsit MCCCCLXXXVII.^' ^ 
The lunette which they supported, is now above the two 
mutilated angels by Bonfigli, of which a description has 
been given. Its semicircular field is covered by a half 
length Virgin grasping the naked infant Christ, in a glory 
of seraphs^ heads, and attended by two angels. The in- 
fluence of Perugino is naturally more sensible in 1487 
than it was twelve years before, and is, in spite of 
still defective type, very clear in the pleasing group of 
the Madonna. The child, improved in form and motion, 
is drawn on the principle observable at a later period 
in Pinturicchio. Xo single angels by Fiorenzo have more 
grace and feeling, or better Peruginesque draperies, than 
those at the Virgin's side looking up and with arms crossed 
on their breasts.* 

Fiorenzo evidently struggled hard to keep pace with 
the progress which was taking place in the art of his 
age, and this struggle is evident not merely here, but 
more markedly still in a fresco of the Virgin and child 
attended by two angels 5 a lunette in the Sala del Censo 
at the Public Palace of Perugia. It is reminiscent of 


* The drapery of S. Peter is a 
little full and involved. 

2 They remind one of those in 
Perugino’s Madonna, (round) lately 
at the Hague, now (Ho. 442) at 


the Louvre. The three panels 
above described are in good pre- 
servation, and are now united 
without a number in the gallery of 
Perugia. 
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Pin t uric chio, and combines a most enticing softness and 
beauty with his coarse touch and copious vehicle; and would 
alone suffice to show where he obtained his fii’st lessons. 

The catalogue of the Berlin Museum justly assigns to 
Fiorenzo di Lorenzo a Virgin and child on gold ground, 
bearing the date of 1481, pleasing for the gentleness 
of the principal figure. Something in the cast of the 
draperies might suggest that the painter had been in 
contact with a Florentine.^ But the value of the piece 
is not alone due to its being by Fiorenzo di Lorenzo, It 
leads us to judge with some certainty of an Adoration of 
the Magi in S, Maria Nuova of Perugia, which Vasari 
and subsequent writers have called by the name of Peru- 
gino. It is just to the historian of Italian art, as well 
as to Rumohr, to add that they do not consider this al- 
tarpiece as anything else than a juvenile production of 
the great master/’ But it would be timer to say that 
the artist is an old hand than that he is a beginner. 
The Umbrian manner here is that of Fiorenzo improved 
by time and by the example of the rising Perugians, 
embodying more delicate sentiment than is to be found 
in his earlier period, and a nearer relation than before 
to Pinturicchio.^ Several peculiarities in it are those 
of Fiorenzo; and as such we should lay stress on the 
composition which is somewhat stiff and formal, on the 
drawing which searches out the forms with a certain 
hardness and angularity, on the faces which are’ in 
a measure rigid and monotonous, on the shape of the 
hands and articulations that bend strangely, and on dra- 
peries of which the breadth is injured by frequent and 

* Berlin Cat Ko. 129. Gold gia gallery under the No. 39. with 

ground, inscribed: the name of Domenico Ghirlan- 

‘^MCCCCIiXXSI”. daio! 

* Vasari, Vol. VI. p. 42. 4 Vermiglioli cites a ms. of tho 

® Rnmohr, Forschungen II, 339. eighteenth century, a chronicle of 

This piece is also assigned to Pe- , the convent of S. Maria Nuova, in 
rngino byMezzanotte (life of Pern- I which it is stated that the adora- 
gino ub. snp. p. 16) and by Pnssa- i tion of the Magi was painted in 
vant (Eaphael nb. sup. 1. 489). It ! 1521 for Cnmillo di Braccio Ba- 
bas been transferred, since the glioni (Vei'm. Vita di Pinturicchio 
above was written, to the Pern- iib. snp. p. 212.) 
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broken folds bound with unnecessary tightness to the 
frames and limbs, but particularly on the colour both as 
regards its technical method and dull opacity. With 
respect to the latter a novelty is apparent in the, me- 
dium employed; but the absence of feeling for colour, 
the flatness due to scarce half tone or shade, the gau- 
diness and want of atmosphere, are familiar in Fiorenzo 
di Lorenzo, whilst they are foreign to Pemgino.^ The 
picture represents, we have said, an Adoration of the 
Magi. The Virgin sits under the pent-house with the in- 
fant on her knee, in benediction. Her head and dress 
are like those of the Berlin Madonna, which we have 
attempted to describe. The infants type is similar to 
that in the lunette at S. Francesco of Penigia.* The 
kneeling king on the left, with his heavy face, would look 
more natural but for the wooden drapery bundled about 
his lower extremities, and S. Joseph on the right leaning 
on a stick, would be more pleasing if the same fault were 
not striking. The king, standing next to the kneeling one, 
exposes a front face immoveable in features and expres- 
sion; whilst the third king holding a cup, and a more 
distant figure to the right of him, are marked by some 
of the mildness of air which Pinturicchio improved upon. 
Finally, a man to the left may be noticed as the so-called 
portrait of Perugino. The passion for discovering like- 
nesses and making deductions from such discoveries, is 
general. There is a distant resemblance in the mask 
to the known one of Vannucci, but his presence in a 
picture of this time would not prove that he painted 
it any more than it would disprove the authorship of 
Fiorenzo di Lorenzo, whose genius is more distinct 


^ The draperies are broader than 
usual in Fiorenzo, the colour is 
not given in the usual tempera 
method of the old Umbrians, but 
is hard in substance and high in 
surface. The distance is a land- 
scape with hills, water and a tree. 


A star shines in the middle of tlie 
sky. The panel is well preserved, 
hut a split parts it vertically in the 
centre, dividing the figure of the 
kneeling king into two. 

* Now ill the gallery of Perugia, 
as stated antea. 
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and whose name is more forcibly suggested than any 
other. 

The list of Fioreuzo’s productions at Perugia may he 
completed by a reference to an early Madonna in the 
Fraternita della Giustizia,’ in which the stamp of Be- 
nozzo and the grimace of Alunno are to be found in con- 
nection with some of the defects of execution common in 
the school.- We might assign to him abroad a fine pa- 


* Now No. 207, in the Perugia 
galleiy, a gable alrarpiece with 
tbe virgin, enthroned holding the 
infant in benediction on her knee, 
atlored by two angels in prayer, 
and two patrons in similar devo- 
tion, nearer the foreground. At 
the sides are >SS. Mustiola and 
Andrew (part scaled,*, Peter and 
Francis (the latter grimacing like 
one by Alunno), In a predefla are 
Christ between the Virgin and S. 
John Evangelist, with SS. Jerom, 
Ursula (?), Bernardino and John 
the Baptist at the sides. The 
hgnres are small and heavy, the 
colours sharp in contrast, but care- 
fully handlerL 

2 TVe may add the following: 
Perugia — Palazzo Commu- 
nal e. Two panels with half- 
lengths of saints in prayer. Pe- 
rugia — Sacristy of S. Agos- 
tino, wood, half length of the 
Virgin and child, inclosed in a 
circular ornament, with six che- 
rubs' heads in it. Two heads of 
angels of a large size at the angles 
of the base are reminiscent of 
Mantegna. The infant Christ is 
that of Piorenzo or his school, and 
the colour is handled with some of 
the new medmms. Perugia. S. 
Giorgio, a fresco by Fiorenzo di 
Lorenzo, but not of his best. Sub- 
ject, the Marriage of S. Catherine 
with S. Nicholas of Bari in atten- 
dance, rude and in part repainted 
(the background new). Same 
church. Nativity, a repainted 
fresco in which the S. Joseph is 
all but new, with the date A. D. 
‘‘MCCCCLXXXX”. 


Terni, S. Francesco, Cappella 
<li S. Antonio, much injured altar- 
piece of the Virgin and child be- 
tween SS- Bonaventura, John Bap- 
tist, Francis, and Louis, with three 
saints in each pilaster, the Eternal 
between two angels in a lunette, 
and five coarsely executed scenes 
from the Passion in a predella. 
On the border one reads: “1485. 
Dio e Virgini opus erectii Dionisie 
Joanis prorate”. It is difficult to 
judge of the authorship. The style 
is between ^ Fiorenzo and Pintu- 
ricchio. Ravenna, gall. comm. 
Triptych, gold ground, Virgin and 
child, between SS. Peter and Paul, 
the Eternal in the pinnacle be- 
tween the Virgin and angel an- 
nunciate inscribed: 
“3ICCCCLXXXV die XXVUT di 
Jugnio’'. The work is dry and 
hard, but we must remember the 
names of Bartolommeo Caporali 
and Lodovico deAngelis. 

Oarlsruhe Museum. Nos. 165. 
166. SS. John Baptist and Evan- 
gelist, small full lengths on gold 
ground, falsely assigned to Agnolo 
Gaddi, but of the Perugian school 
and in the manner of Fiorenzo. 

Liverpool Institution. No, 
22. Piece of a predella, represent- 
ing the birth of the Virgin assign- 
ed to Filippino. This piece has 
been noticed (antea 11, p. 452), 
under its old number (20) amongst 
the works of Filippino. A recent 
visit has altered our judgment. 
Though injured, it is painted in 
the style of the panels long as- 
si^ed toPisanello in S. Francesco 
of Perugia and, therefore, recalls 
Fiorenzo di Lorenzo. 
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nel, deposited of old in the Santa Trinita Museum at 
Madrid; a noble bead of the Redeemer between SS. 
Peter; John the Baptist; John the 'Evangelist; and a 
female martyr.* But having done thiS; our list is all but 
exhausted; and we are led to inquire how it comes tliat 
one w^hose career may be traced for so long a period, 
should have left so few examples behind. We must 
remember that there is proof of Fiorenzo's existence in 
1499; when he assisted Bartolommeo Caporali in valuing 
a picture by Giannicola of Perugia; and that if Mariotti; 
from whom this fact is taken; is further correct, our 
artist was companion to Tiberio d'Assisi in a similar 
valuation as late as 1521.- A space of more than thirty' 
years jields absolutely nothing. Is it possible that Fio- 
reuzo's labours in that interval should have remained con- 
cealed under another name? 

Perugian history is cumbered with the presence of 
one Andrea Alovigi; commonly called L'lngegno. We 
have examined the records illustrative of the person so 
named. They are the same which Rumohr had occasion 
to comment; and they had already suggested to him the 
following well-grounded remarks: 

Yasari relates ^ that Ingegno learnt the art from Pietro Perugino, in 
whose atelier he competed with Raphael; that he acted as his master's 
journeyman in the Cambio of Perugia, where he did some fine things 
which are not further distinguished. It might be hard to point out 
figures which Yasari himself was unable to describe with precision; yet 
comparatively modern writers have decided that these are the sybils 
and prophets which are the finest of the series.^ Yasari adds that 


* This picture is Umbrian in 1 cesco Maria Angelins “Collis Par.n- 
character, and suggests no other disi amcenitas” published at Monte- 
name than that of Fiorenzo di Lo- falco in 1704, a passage in which 
renzo. It has something of Be- I the four prophets in the chapel of 
nozzo too. I fcj.Lodovico at Francesco of Assisi 

2 Mariotti, Lett. Pitt. ub. sup. j assigned to Ingegno who is 
p. 82, 

3 See *Yas. life of Perugino, 

YL 56. 

Pungileoni (Elogio storico di 
Timoteo Yiti, Urbino, 1835, note 
to p. 34) quotes from Padre Fran- 

VOL. Ill, 11 


fijuppuscu Lu xluve: piixxitcu uu me 

walls previously covered byBuffal- 
macco, the frescos of the latter 
having, in 1490, gone to ruin. The 
same statement according to Pun- 
gileoni is to be found in the regis- 
ters of S, Francesco of Assisi. 
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In^egno aided Pernio at Assisi, referring perhaps to the frescos 
on the outerside of the chapel of S. Francis in S. M. clegli Angela. 
He alludes finally to the \Sixtiiie chapel where he (Ingegno) also 
helps onr artist ' Penigino}, and says immediately after: ^The great 
hopes which Ingegno had given rise to, were dissipated by his prema- 
ture blindness. Upon this Pope Sixtus (.the lY^^) gave him a pension 
at Assisi which he enjoyed till the age of 86.’ 

Sixtus the lY^** died in 1484. Raphael first joined the school of Pe- 
mgino about 1500 when the hall of the Cambio was begun, Yasari 
therefore commits a gross error of chronology; for Ingegno could not 
have lost his sight twenty years before he competed with Raphael. 
Mariotti and Orsini tliink it impossible that Ingegno should have 
had a share in the decoration of the Cambio; because they believed 
Yasari's stoiy- of his blindness. They should rather have suspected 
that Yasari was ill informed on that point. There is not a word 
about Ingegno in Yasari’s first edition, and he is only mentioned 
in that of 15G8. It is not unlikely that in the latter, a misprint 
should have occurred (Papa Sisto for Papa Giulio II^^) , for we shall 
see that under the Pontificate of Julius, Ingegno was appointed 
to a place. ... It is at all events capable of proof [that, if Andrea 
lost liis sight at all, the event occun-ed later than has been stated. 
For the cavalier Frondini at Assisi is possessor of a book which 
I have examined, in which Andreas gives receipts for certain* 
sums paid in to the account of his brother who was a canon of the 
cathedral of Assisi. He there calls himself: “Ingegnio di Maestro Ali- 
visse*’, or: Allovisii, Allevisi, and Aloisi”. The last receipt runs as fol- 
low’s: “Ingegno di Maestro Allovisi, die Mercurii, quiuta Decembris 
1509."' Had these documents w’hicli are all in the same hand, been 
written by another, the fact would have been stated; this was the 
legal system of the period. But it appears that the name Ingegno 
might not only be due to the man's talent as a painter, but to a 
known versatility on his part. Frondini [showed .me many original 
MS. in which our Ingegno appears as proctor (1505), justice (1507), 
assistant to the authorities (1510), and finally as papal casliier 
(15 II)..,. Yasari, it is clear, confounds a pension with the salary, 
paid to a papal cashier which Ingegno had become in 1511. He con- 
founds Julius the 11*^ with SLxtus the lY*^ 

Rumohr then proceeds to state; that the only notice 
he has of an artistic work by Ingegno is 'that described 
in the following; which is an extract from a ^‘^Bolle- 
taiio^^ in the office of the public secretary at .Assisi: 

“An 1484. 29. Octobris. Magister Andreas Aloysii hahuit bullectam 
pro armis pictis in platea et ad portas civitatis . . . flor. 5. solid 26”, 
Rumohr, Forsch. II. 324 and foil?. 
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This item hardly proves more than that Ingegno had 
directions and funds for the payment of the painting of 
the arms on the square and gates of Assisi. But it does 
not even declare that he was the painter. 

But we have to deal with a certain class of pictures 
assigned to Andrea Alovigi, and we may perceive at 
once that they bear the impress of Fiorenzo di Lorenzo. 
Let us examine them. 

Assist Inside and above tbe gate of S. Giacomo, a life size Virgin 
in prayer with the infant on her knee in a glorj' of seraphs floating in 
cloncls above a landscape. The Virgin and infant are similar to those 
of Fiorenzo di Lorenzo. A low, hrown tone, altered by damp, prevails. 
The fresco is decidedly like one of Fiorenzo’s. 

Assist In a recess of the outer face of the church of S. Andrea is u 
Virgin holding the infant Christ on her knee. S. Jerom and another 
saint in the side of the recess. The type of the latter is fair and gen- 
tle, in general appearance like the foregoing. 

Assist, Ex-coment of Benedictine nuns^ tiow delle Mantellucie^ via 
S. Agaia. In the same manner, but injured, a fresco of the Virgin 
and child between SS. Francis and Jerom. In the thicluiess of the 
recess S. Bernardino and another figure which is all but obliterated; 
the whole above the portal. We set aside the four sybils in tlie lower 
cburch of Assisi which are proved to be by Dono Doni. 

Assist Arch of S. Antonio leading from the Piazza to Moiano, a 
fresco, much injured, above the key of the bend, of the Virgin, child 
and S. Francis , with remains of a landscape similar to the last. 

Moiano, near Assist A small chapel is here in which parts of a 
Virgin and child on the inner wall, a bishop, S, Francis, and se- 
raphs, in the vaulting, and other pieces on the outer face may still 
be inspected. These three frescos, from Via S. Agata, arch of S. An- 
tonio, and Moiano, have been transferred to canvass and placed in 
the commune of Assisi. 

We have thus a series of ill-preserved fragmeuts re- 
vealing an approach at last to Tiberio of Assisi, and 
possibly the product of a local craftsman. It may be 
classed under the name of Ingegno for want of a better. 
Following the manner of Fiorenzo di Lorenzo further, 
however, the catalogue may be continued. 

11 ^ 
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Home, Palazzo de Conseivadori al Campidoglio, an injured and res- 
tored Virgin (above life size^ adoring tbe infant Ciirist on her lap, 
with two angels at ber sides. -^Tbe Virgin's dress excdusive of the 
gilt border, Las been repainted in oil. This fresco, of a rough, 
reddtrown colour, reproduces Fiorenzo's types and chai'acter. Ver- 
iiiigliMli Vita Ji Pintnricchio iib. sup. p. T6\ attributes this fresco 
to liis hero. Pasauvau: assigns it i^Eaphael uh* sup. I. 501) to 
Ingegno. 

Orvieto, Casa Gualiieri. Fresco, sawed from the wall of the Gual- 
rieri family chapel in the cappella S. Brizio of the cathedral at 
Orvieto. )S. Michael with a sword in his right, and his left on his 
haunch, tramples on the dragon. He stands in armour on the fore- 
ground of a landscape of rock and sea, interspersed with islets, as- 
crihed successively to Raphael, Signorelli and Ingegno; it is not by 
any of them, but probably by Eusebio. 

London, Saiional Gallery, Xo. 702 (from the Wallerstein collec- 
tion at Kensington). The Virgin and child, the latter standing on a 
parapet in front of its mother (half length). This piece, under the 
name of Pinturicchio, is similar to the following. 

Saples Mimeim (of old numbered 84). Virgin and child, which 
again is similar to the following. 

Pavia Louvre. Musee SapoUon III. (ex-Campaua). No. 174. Virgin 
and child, of w’hich there is a poorer repetition in the same collec- 
tion und'er Xo. 175, «and yet another: 

Milan Brera. Galleria Oggioiii^ Virgin and cliild slightly altered by 
oil varnish. 

Of the same size as that of the National Gallery, and repeating 
the same subject, we have a panel at: 

Urhino, Convent of S. Chiara, on the back of which are the words: 
“Fu compra da Isabeta da Gobio raatre di Rafaello Saute da Frbino 
tiorini 25. 1488". It is a flat and feeble tempera of grey tone on 
gold ground siipeiuor however to the last mentioned. But better 
than all of the others, and apparently the original from which 
they were taken, is: 

London. Sir Anthony Stirling. Half length of the Virgin in half 
of an almond shaped glory (with eight cherub heads in the field of 
it, aud rays engraved in the gold ground). The Virgin supports the 
infiiut ia benediction, in front and to the left of her, whereas in 
the other examples the child stands to the right. In this panel 
of Sir Anthony Stirling’s the movements are more gentle, and the 
character is more tender; the forms are better rendered, and the 
features are more expressive; the drapery is more natural and better 
east, the colour is more pleasing, and the drawing more correct 
than in any of the foregoing. This panel seems indeed to have 
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served as a model for all the others which are hy (lifferent hands, 
and of more or less value 'ex. gr. after this of Sir Anthony comes 
that of Urbino, then that of the National Gallen', followed by 
those of the ex-Campana collection, of the Xaples and Crera 
Museums}. But the Virgin of Sir Anthony Stiiding is truly by 
Pintiiricchio to whom it is given; exhibiting, however, all the 
characteiistics which prove that he derived his style from Fio- 
renzo di Lorenzo, as for instance reminiscences of such of the 
creations of the latter as: the panel lunette in the sacristy at S. 
Fi*ancesco of Perugia (now in Perugia gallery), the lunette fresco 
in the Sala del Censo at the Palace of Perugia. It might thus 
appear that the Madonnas now classed together, have all the 
stamp of Fiorenzo with features in addition reminding us of 
Pinturicchio. 

London, Dudley House ^ originally in the Bisenzio collection at 
Rome. Virgin and child between S. Dominick and a female saint 
recommending two kneeling donors. This small Madonna does not 
throw any light ‘on the obscure branch of art here treated. The 
painter seems to have laboured after Perugino. 

Carlsruhe, Museum, iN"© 154. Catalogued as Ingegno. Virgin and 
child attended by two angels, between SS. Benedict and Bernard, 
a Duke and Duchess of Urbino (?) with their respective suites 
kneeling at the sides of the foreground. Umbrian, of the close 
of the sixteenth century and not like any other so-called Ingegno 
(wood-oil). 

Florence. Meitger and Volkman CoUeciions. Rumohr (Forsch. II. 
328) and Passavant (Raphael I. 503) notice a small Madonna bear- 
ing the initials: A. A. P. which they interpret ‘‘Andreas Aloysii 
pinxit”. 

Paris, Louvre. No. 37, Virgin and child enthroned and saints, 
classed as Ingegno, in the mode observable in the ceiling of the 
chapel of the Cambio at Perugia by Giannicola Manni. We shall 
revert to this. 

If it can be shown that ‘ tbe majority of the works 
above noticed are by Ingegno, it would follow that the 
master so-cajled was at the school of Fiorenzo di Lorenzo, 
and a companion of Pinturicchdo ; but until better evi- 
dence shall be brought forward than the initials of a name 
or the records of Assisi, doubts must continue to be en- 
tertained. Yet; we may accept Ingegno as a password to 
qualify pictures of the same class in various parts of 
Europe. 
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A more real apparition in tlie history of Umbro-Perngian 
art than Ingegiio is Lodovieo Angeli. who was registered 
in the guild his native place in 14S1 and 1506;^ whose 
poiiormances betray a posiiive mediocrity, yet at the same 
time the education of Bonfigli. Judging from a canvass 
bearing his signature and the date of 1489, we should add 
to the pieces of Tvhich he may be called the author, a panel 
in S. Pietro of Perugia representing the Virgin embracing 
the corpse uf the Redeemer, attended by S. Jerom, seated 
at a bench with his lion by him, and an erect figure of 
S. Leonardo. An angel above the principal gi’oup recalls, 
and seems copied from, one by Benozzo Gozzoli. The 
nude of Christ is wooden, lean, and defective, the draw- 
ing wiry and unsound, the tempera hard, vitrous, and of 
a leaden hue. On the border one reads: ^^Anno Domini 
;^Eliesimo CCCCLXVIIIL^^ This is one of the few things 
attributed without authority to Bonfigli. The stylo is not 
his, but a poor mixture of it with that of Piorenzo , a 
mixture observable in the following: 

Periujia. S, Siimme, A panel dated 1487. 

Peninia. Piiotnu, Clotli, tempera representing Christ erect (of 
life size} in beneflictiuu, ]ietween a female saint and Autliouy the 
aldiot^ SS. Jerom and Francis. On the lower border is the inscnp- 
tion: ‘A. D. HCCCCLXXNVini Lodovicus Angioli fecit”, of feeble 
character and poor type; the figures are cold in tone and Laid in 
with a hard spare vehicle. Frequent folds mark the draperies. 

Peruyia Gallery, No. 15. Styled Fiorenzo. Panels with half 
lengths of SS. Dignamerita,- Anthony the abbot, and Catherine, on 
gold ground, a little less detective than the foregoing, remniscent of 
the Mantegnesqne, possibly by Lodovieo. 

Berlin Museum. No. 137. A Virgin and child not without merit 
(but see antea Alunno), 

Cardano, S, Francesco. An approach to the method of Lodo- 
vicu, is apparent in a very rude panel here of the Virgin and child, 
between SS. Jerom and Preancis, Anthony and S. Mary Magdalen 
attended by angels, at all events this is a cross between Bonfigli 
and Fiorenzo. 


^ Mariotti, Lett, Per. 85. 
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e naiiative ol the lives of the great Perugians, Van- 
nucci an Pinturicchio , inevitably takes the historian to 
j exhibited its mastery during a 

peno ^ ^^^11 fifteen years. Before them, -we have said, 
^ P^'^ucesca and Melozzo extended the influence 
0 ^ m nan art. The lustre of these brilliant names has 
pei aps contributed to the neglect of men vrhose boast 
^ Romans they partook of the progress 

made by their Peinigian cotemporaries. 

asan relates, that *when Filippino Lippi in 1493 gave 
V complete in its decoration to cardinal Ca- 
m a, IS rescos 'were valued by Lanzilago of Padua and 
ntonio, alias Antoniasso the Roman, the two best pain- 
ters o that time in the capital.^ Antoniasso was of a 
ami y which followed the same profession during three 
generations at least. The earUest of •its members of 
w 1 C we have any notice is Antonins, the designer of 
an ataipiece in the sacristy of S. Antonio del Monte at 
leti, dated 1464. The Virgin is represented giving the 
meast to ^ the infant erect on her lap. On the sides 
( anging in the choir) are S. Francis receiving the stig- 
mata, and S. Anthony. An inscription at the base of the 
centre runs thus: Antonins de Roma . epinxit 1464.’^ It 
f find pieces equally old and defective. 
This one is interesting not only for its authenticity, but 
because it shows a local Roman in the middle of the 
fifteenth century influenced by the example of Benozzo 

Gozzoli, and therefore following the track of the Um- 
brians.^ 

Twenty-five years later, Antoniasso, the son perhaps of 
Antomo, received a commission from Girolamo Gaetano, 
archbishop of Capua, for a Virgin and child between SS. 
Stephen and Lucy, to be placed on the altar of a chapel 
built by his orders in 1489 in the cathedral of his see 5 


1 Yas. Y. 249. 
size in a tunic of gold. Her blue^ 


mantle is all but gone. The saints 
on the side panels are on gold 
-ground, abraded, entirely in that of 
S. Anthony. The tempera is light. 
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and tliis is still in its »>rigiiial plaeCj though spoiled by 
restoring, and almost deprived of its inscription. The 
impression it creates is that of a poor Perugian work with 
something reminiscent of Pinturicchio. It bears the ille- 
gible remains of the words: Antonatius Romanus M. 
For. P. 3ICCCCLXXXIX.^^ ^ 

This picture gives a clue to the author of other Roman 
productions; the first of which is the Virgin and child 
between SS. Paul and Peter, and the twelve of the 
now in the Quirinal and originally in the audience hall 
of the tribunal of the Rota. It was ordered, no doubt, 
by ilonsignor Brancadoro, president of that court, whose 
arms are on the Virgin's throne, and exhibits a mixture 
of the manner of Fiorenzo and Pinturicchio, and may there- 
fore be by Antoniasso or the next member of the family 
whose name occurs immediately after his.^ The same 
mediocre style is apparent in a David and Solomon, an 
Eternal in glory, and a Conception, ruined frescos in the 
third chapel to the left in S. Pietro in Montorio at Rome, 
though here there is some trace of Perugino and Spa-gna 
intermingled with Pinturicchio/* 

In the sacristy of S. Paolo fuori le Mura at Rome, a 
Virgin and child between SS. Paul and Benedict, Peter 
and Justina (life size) with injured heads, and a repainted 
sky, may be placed in the same class as the altarpiece of 
the Quirinal, 

In the church belonging to the Pagnani family,** at 


^ \Te should not have been able 
to decipher these words. But Ca- 
non Gabrielli Gianelli of Capua had 
them transcribetl, and states that 
they were legible before the panel 
was last restored. To his authority 
also must be referred the facts 
stated respecting this altarpiece 
and its patron. On the Virgin’s 
throne one still sees in the midst 
of arabesques the letters: S. P. Q. 
E. A. R. P. S. P. Q. E., showing 
that the archbishop of Capua was 
a Roman noble. The figures are 
almost life size. The picture is 


< on the first altar to the right, in 
i the Duomo of Capua. 

I ^ Gold ground. The upper part, 
I originally elliptic, has been made 
I square. S. Paul carries the sword, 

! S. Peter the hook and keys. The 
figures are half the size of life: 
wood-tempera. 

^ The figures of the prophets are 
at each side of a scutcheon. The 
Eternal is in an almond shaped 
halo. 

^ The church previously belong- 
ed to the family of the Effetti. 
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Castel NuovO; on the road from Eignano to RomO; there 
is a Christ enthroned in benediction, assigned to Pem- 
gino, blit in type recalling certain figures by Banolom- 
meo Caporali in Castiglione del Lago. A long inscription 
on this panel closes with the date 1501. In the same 
church a S. John the Baptist and S. John Evangelist 
illustrate the same artistic direction, and remind one, as 
do the works of Antoniasso, of the better frescos at S. 
Croce in Gerusalemme in Eome. 

The third Antoniasso is Harcus, the painter of a Re- 
surrection between SS. Stephen and Lawrence, 'with the 
Eternal in a lunette between SS. Francis and Anthony, 
a domed altarpiece in the refectory of the convent of S. 
Ghiara at Rieti. The predella contains the Capture, the 
Flagellation, the Crucifixion, the Pieta, and the Entomb- 
ment; and on a border one reads: Marcus Antoius 
Magri Antonatii romanus depihxit The central 

Christ is ill-proportioned, the sleeping soldiers ill-arranged 
by one who has seen the w’orks of Perugino. 

The Antoniassi are a local Roman family and worthy 
of being remembered, not because they have done much 
independently, but because they probably acted as as- 
sistants to the great men who visited Rome at the close 
of the fifteenth century. They are entitled indeed to 
the same degree of attention as Bartolommeo Caporali, 
or Melanzio who has been mentioned in these volumes 
in connection with poor wallpaintings at Siibiaco. 
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CHAPTER \TL 

riETKO PERUGINO. 

We are accustomed to think of Pietro Penigino as 
humbly connected and inured at the tenderest age to pri- 
vation, but he was, without any doubt, of a respectable 
family, a bi'anch of which enjoyed the freedom of Pe- 
rugia in the early part of the fifteenth century.^ His 
father, Christoforo Vanniicci, lived at Citta della Pieve, 
and we learn from the hearth-register of that village that 
Pietro was one of several children, and that he was born 
in 1446.2 

In those days, when small peasant proprietors clung to 
the shelter of feudal towers, and had no certainty of pro- 
tection from the inroads of predatory neighbours, it may 
have been a hard task for the father of a numerous fa- 
mily to dispose of his sons so as to secure to them 
a decent and respectable future. He would naturally send 
his younger boys to the nearest town, and if he had the 
means, a]}prentice them. Pietro Penigino left the paternal 
home before he was nine years old, and was articled to 
a master at Perugia.^ 

^ Mariotti, Lett. Pitt. ub. sup. for 1456. (See della Fargna in Or- 
P* sini, tib. sup. pp. 236, 7.) That he 

The root of theVannucci fami- was apprenticed to a Perugian 
ly compiled from the records at painter, is stated by Vas. (VI. 30). 
Citti!i della Pieve by Marchese Gin- Yet his father might have intrusted 
seppe della Fargna, is given in the him, had he chosen, to a local ar- 
appendix to B. Orsini’s Vita &c. di tist. There is a Crucifixion in a 
PP*236. 7. very dark corner of the church of 
EUs name is no longer on the Pacciano respecting which a record 
hearth register of Citta dellaPieve (p. 150 of the “pr<^tocolli” of the 
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This master was of no great talent; says Vasari; yet he 
had a feeling for his art, and a great veneration for those 
who distinguished themselves in it, and he always assured 
his pupil ^^that of all places in which perfect painting might 
be attained; none was more advantageous than Florence; 
where men were taught by competition to use their wits 
and work with industry; in order that they might rise 
above an intolerable mediocrity, and ascend to fame and 
honours In these words the Aretine biographer pro- 
bably sketches the character of Bonfigli, whom elsewhere 
he has described as the favorite of the Perugians before 
Vannucci became known; we may doubt whether he 
meant Fiorenzo, a man of fair repute, who took good 
lessons from his cotemporarie^ , and was the companion 
rather than the teacher of Pietro. We should be content, 
in this uncertainty, to reflect that Perugino received a 
most fortunate education, 'which was not to be had except 
in a good school; we may assume that he learnt most 
of the secrets of his profession at Perugia, and that then 
he fancied there was yet room for greater acquirements. 
It would not be far wrong, indeed, to suppose that he 
took to wandering as a journeyman, and that he thus 
became the associate of Piero della Francesca; for 
Vasari mentions at least two frescos at Arezzo; and 
suggests that they were produced by Perugino when he 
was Piero^s assistant.^ From thence he bent his steps 
to Florence, eager to see the masterpieces of that capital, 
or to become acquainted with the persons of artists whose 
names had already been heard in the workshops of the 
provinces. Bonfigli, and Piero della Francesca, would 
both have impressed his mind 'with the grandeur of Flo- 


Commune) states that it was done 
in 1472. This date (or rather the 
illegible trace of it) is followed on 
the wall by the words: “Fu fatto 
(juesto la'vorio al temi )0 che era 
priore Andrea di Giovanni della 
Oompagnia della fraternita di S. 
Maria. Franciscus de Castro Ple- 
bis pinxit’^ The painting is injur- 


ed, and blackened, and hardly 
visible, so that the worth of Fran- 
cesco is not to he judged. Btxt the 
fact remains that Cittj\ della Pieve 
had also a painter of its own. 

1 Vas. VI. 30. 32. 

2 Vas. IV. 23. The frescos (which 
were in S. Agostino and S. Cata- 
rina) are gone. 
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rcntine csaraj^les, have told him the wonders of the Oar- 
mine, of Santa Croce, S. Maria Novella, and S. Marco. 
'We know that he frer|uented the Carmine: |^and in the 
Brancaeci chnpc4 he might meet all the rising men of his 
generation,^ Michael Angelo, Credi, and Leonardo, whom 
Sauti couples with him in the lines: 

giovin par d'etate e par d amori 
Leonardo da Vinci el Pemsino 
Pier della Pieve clf e un divin pittore.^^ ^ 

After leaving Piero della Francesca, from whom per- 
spective and the chymistry of painting had received so . 
gi'eat an impulse, ho would strive for admission into an 
atelier in which his knowledge in these branches might 
be improved.'' For chymical reseai'ches he could not 
find a better place than Verrocchio s shop. He would be 
the companion of Leonardo to whom the science of art 
owes its chief progi’ess, and to whom the perfection of 
the innovating system of mediums at Florence is due. Both 
might labour simultaneously to fathom the secrets of co- 
lours and of mediums, the one with the precision of a 
trained mathematician, the other with the feeling of a 
colourist.'* Both would necessarily go deep into the 
technica, seeking and searching like the Van Eycks, 
and applying the results according to the poTvers with 
which nature had endowed them. It would thus happen 


* Vasari says lie studied in the 
Braneaeci (Vol. HI. 162 1 . 

- See the Rhyme chronicle in 
PiingileonijEiogio storicodi 
Gio, Santi p. 73. 

3 We may believe that Perngino 
learnt perspective fromPiero della 
'Francesca. Bnt at Perugia he 
might also liave perfected his 
knowledge of the science under 
Paeioli who had a chair of mathe- > 
mafics there in 1478. See Tira- ; 
boschi, Stor. della Lett. Vemii- 1 
glioli, vita di Pinturicchio ub. sup, ' 
p, 254, and Hariotti, Lett, ub. sup. 
p* 127. ; 


^ Quest’ arte (painting in oil) 
says Vasari, . . . Andrea del Casta- 
gno la insepo agli altri Maestri; 
con 1 qnali si andb ampliando Parte 
ed acquistando sino a Pietro Peru- 
gino, a Leonardo da Vinci ed a 
Raphaello da Urbino. Vas. Intro- 
duz. I. p. 163. 4; and again: "Cer- 
tamente i colori furono della intel- 
ligenza di Pietro eonosciuti, e cosl 
il fresco come Polio; onde oblige 
gli hanno tutti i periti artefici che 
per suo mezzo hanno cognizione 
de’ lumi . che per le sue op ere si 
veggono”. Vas. VI, 39. 
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that Leonardo should add to the imperfect method of 
Piero della Francesca the atmosphere in which it was 
wanting, and ascend gradually to the culminating point 
of his career in the production of the Mona Lisa, whilst 
Perugino should arrive at a height almost equally sur- 
prising in the Madonna of the Certosa; ^ the first attaining 
depth by calculation, the second yielding the same qua- 
lity by an innate sense of the value of tone, and by pe- 
culiar knack of handling, both succeeding in that smooth- 
ness of tints which caused the crowd to gather round 
their work and think it was a marvel.^'- 

But the community of thought and of aim in Peni- 
gino and Leonardo would not end there. Perugino is 
justly celebrated for his proficiency in perspective.*' He 
might have learnt the elements of it from Piero della 
Francesca, and have sought to master its intricacies under 
Luca Pacioli who held the chair of mathematics at Peru- 
gia in 1478.^ But he would be sure to find a congenial 
spirit in Leonardo who was to show the students of Lis 
academy at Milan all the secrets of perspective that w^ere 
known to that age. Da Vinci and Perugino are named 
in one sentence by Caporali, He says, they both knew 
the use of ^‘^tw'O centres of vision'^ and it is quite as 
certain of Leonardo . that he taught that rule, as it is of 
PeiTigino that he put it into practise. We shall see how 
the latter adopted Da Vincis principles of composition; 
how both in different ways excelled in giving atmosphere 
to landscape. That they were together under Verrocchio, 
is only stated by Vasari;^ but Vasari is confirmed by 
the creations of the three painters; and he speaks of them 
in conjunction too frequently to permit a doubt as 
to his conviction. Nothing can be clearer, or more 
true than that Perugino and Da Vinci -gave the last 


^ Now in the National Galleiv. 
* Vasari, Proeinio (VII. 6). 

^ Vas, (VI. 3) says trnly that Pe- 
rugino “ne faceva professione par- 
ticolare”. 


* See Tirahoschi, Stor, della 
Letteratiirn. 

5 Caporali. Vxtrnv. ub. sup. 

p. 16. 

0 Ib. VI. 32. 
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polish to the Florentine art of oilpainting on the lines 
laid down with so much labour and patience by the Pe- 
selli, the PoIlaiuoIL and Verrocchio:^ nothing more just 
than that Penigino should be coupled with Francesco 
Francia as gifted with incomparable feeling in lending 
softness to form.- But Vasaris statements receive addi- 
tional confirmation from the pictures of Lorenzo di Credi, 
the favorite pupil of Verrocchio^ whose altarpieces are so 
* ■reiaat’hable for the devotional grace of action; the smooth- 
ness of surface; and the cast of lined drapery which, 
whilst they remind us of Leonardo, recall the Umbi'ian qua- 
lities of Vannucci. TTe shall see that these Umbrian qua- 
lities w^ere not contemned at Florence, but that on the con- 
trary they exercised an influence similar to that of the 
Siennese in previous centuries. What these had done of 
old to temper the severity of their rivals in ‘ the person 
of Orcagna, and to contribute in forming Angelico, the 
Penigians did anew by means of Pietro Perugino. It 
may be due to him that the somewhat rugged grandeur 
of the Florentine school, as represented by Ghirlandaio, 
was chastened; and that tlie coarse realism of the Peselli, 
and of Castagno, from which neither Botticelli, the Pol- 
laiuoli, nor VeiTO'cchio, Piero della Francesca, nor Signo- 
relli were entirely free, was modified. Perugino and Le- 
onardo are both entitled in separate measures to claim 
the merit of having helped to form Fra Bartolommeo and 
Andrea del Sai*to. 

One cannot affect to decide in what year Penigino 
first visited Florence; nor whether that event occurred 
before 1475, when he had commissions for painting in 
the public Palace of Perugia;** or after 1478, when 

^ We must not forget that Va- should make him close the period 
sari is proved to be incorrect when of progress in the use of the new 
he attempts to show that the oil luedium (Vas. Introd. I. 163. 4). 
painting of the Florentines ties- ^ Vas. VII. 6, 
eends from that of Antonello da ^ Rnmohr piihlislies the payment 
Messina. Yet it is high praise to to Perugino for this work (Porsch. 
Perugino that his biographer iib, sup, II. 338J. 
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he produced the ruined frescos of (,'erqueto.^ His name 
had become familiar at Florence in 148:^: ' and he was 
allowed at that time to compete with Ghirlandaio, Botti- 
celli; and others; in the Palazzo Pubblicr>. It is tnie that 
he did not carry out his commission which was revoked 
in favour of Filippino.^ But it is not possible to say 
where he was employed even then. If it should be 
asked what piece amongst those of continental gal- 
leries best illustrates his early style, one miglit choose 
the round of the Virgin and child enthroned between 
saints in a landscape; a tempera panel at the Louvre,^ 
A picture of this kind, if presented to a Florentine at the 
close ^of the fifteenth century, would undoubtedly liave 
been admired as embodying the carefulness and tinisli 
and the devotional resignation of Umbrian types with a 
most attractive freshness.^ To us it represents Perugin<» 
in his ascending period, a genuine painter of Perugia still, 
but fortunate in having instilled a new life and beauty 
into the art of his countrymen. Conventional and quaint 
as it is to see the Virgin in rich clothing, seated on a 
throne partitioned off from a pleasant wdldeniess by jm- 
rapets of stone; to watch two angels praying behind in 


* We have not visited Cerqueto, 
but nearly a century has expired 
since Orsini ascertained that there 
was nothing remaining of Perugi- 
no’s work except a solitaiy figure 
of Sii. Sebastian in the churcli of 
the village, and a fresco in a taber- 
nacle representing the Yii'gin and 
child between S. Lucy and another 
saint, with a figure of Scsevola and 
a sacrifice in the side walls. In 
Orsini’s own time the inscription 
in the church was only known hy 
an attested copy: “S. popnl. de j 
Cerqueto a fatta fare questa cap- , 
pella A- D. Maria Madalena peri 
C. H, da peste gi iisci liberare Ca- 
vandoli da le Hoseie, D. tal pena 
cusigli piaccia euq. H. V. operare 
che ini e semp, ne abbia ad scam- 
pare e tutti qlli C. H. in lei AN. 

devotion. AD. laude di Dio quisto 


sermone. Petnis Porusinus pinxit 
M.C.C.C.C.LXXVIir\ i^Orsini, 
vita di P. P. uh. sup. p. 204.; 

2 It is probable that Perugino 
came to Florence in 1479. Vasari 
says that he arrived there * **parti- 
tosi dalle estreme ealamita diPem- 
gia”, and just at this time, war 
raged in Umbria Itetween the Pa- 
pal party and the Florentines. 

3 iSee the records in Gaye (Car- 
teggio I. 578j. 

Louvre; No. 442, and previous- 
ly in the royal collection at the 
Hague, and in the Corsini palace 
at Rome. 

® “E bene gli venne fatto (that 
Perugino settled at Florence) con- 
; ei6 sia che al suo temjio le cose 
delhi maniera sua fnxono tenute in 
! pregio grandissimo”. (Vasari, 
jvi. 32). 
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tender adoration; and female saints in gorgeous apparel 
standing by in elegantly sought attitude ; there is a calm 
sweetness about them all: they seem so innocent and 
gently happy: it would be pity to disturb them, Yef, 
this dreamy impression is created by no cloudiness of 
form or yearning after effect. The graceful and slender 
figures are drawm with a clear outline. The dresses 
are crisp in fold; the hems are minutely overlaid with 
golden .borders and jewels: the veils are subtle in 
textoe and lightly disposed. True harmonies of pure 
colour variegate the vestments where the bright cloth turns 
its bright lining to the eye^ or the mantle decks the tunic. 
Tempera was never handled with more skill to yield 
by stippling a warm flesh-tone of a light fair yelloW; 
fused with great softness into grey shadow. Still one sees 
something of the anxious care natural to one who 
has not yet settled into the resolute assertion of himself. 
The child is affected and a little unmeaning; the dra- 
peries are not yet cast with breadth. The contours are 
too sharp; and the forms are a little lean, Perugia; how- 
ever, had not as yet boasted of an artist equal to such 
a work as this, and if Vannucci had produced it, there 
it is probable that the fact would have been chronicled 
and preserved. The names of painters without renown, 
and the contracts into which they entered at Perugia, 
whilst Pietro was refusing commissions at Florence, exist 
to this day. They interest us indirectly by proving that 
none of the great Perugians, Bonfigli, Fiorenzo, Perugino, 
or Pinturicchio, were open to public engagements in their 
own town during three or four seasons preceding the close 
of 1483, An altarpiece, intended for the chapel of the 
jVIagistracy, was ordered from an obscure artist called 
Pietro di Maestro Galeotto in 1479, who stipulated for 
two year s time to finish it, and who died in May 1483 
without having done any more than the frame,^ Six 


* See the contract of June 7, 1479, 
in Mariotti, Lett. . (p. 144) records 
of advances in 1480 (ib. 145), and 


the re^stiy of Pietro di Galeotto’s 
death. May 1483. (ib. 146.) 
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months later Vaunucci chanced to visit Perugia; and he 
solemnly promised that he would deliver the altarpiece 
in March 1484, and one of its sections in the first four 
weeks of December 1483. The reason why it was de- 
sirable that one portion should be done before the rest, 
is clear. There were eleven priors in the college; and 
they were only elected for a tenn. The lunette was to 
contain the Virgin of Mercy and the portraits of the 
priors and their notary in a kneeling posture beneath 
the Virgin^s cloak. The magistrates naturally wished to 
secure the completion of this part of the agreement be- 
fore their tenure of office expired. But Perugino, who 
was perhaps on his -way from Florence to Rome, had 
probably intended to leave the commission in the hands 
of some apprentice. At all events; he quitted Perugia 
without beginning the required portraits, and we see 
distinct symptoms of irascibility in the wording of a new 
contract in which the authorities excuse themselves for 
the breach of the old one. The order was ti’ansferred 
to Santi di Apollonio who took^ the likenesses from 
life; but the rest was left unfinished, and it was soon 
discovered that no more trust was to be put in Santi 
than in Pieti'O di Galeotto, or in Perugino. Chuckling 
and mindless of this disappointment, the runaway was 
doubtless on the road to Rome, where for a time his 
frescos were to fill the post of honour at the Sixtine 
chapel. 

We say for a time, because a greater painter followed, 
and destroyed his work. Every one knows that Perugino 
covered the altar face of tlie chapel, dividing it into three 
fields. In the central fresco of the Assumption he intro- 
duced the kneeling portrait of Sixtus the Fourth, in the 
side ones the Nativity and the Finding of Moses. Michael 
Angelovs Judgment occupied their place some years later; 
and all that I'emains of Perugino is the Moses and 


* See the documents relative to ! tnict is dated Xov. 28, 1483, that 
this incident in Mariotti, Lett. nb. i of Santi di Appollonio Dec. 31, of 
sup. p. 146. 7. 8. Perugino’s con- j the same year. 
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Zipporali", the ^‘Baptism of Christ'”, and Christ's de- 
livery of the keys to Peter”. 

ilodem writers have frequently assigned the first of 
these to Signorelli.'* It contains several incidents in one 
frame: the angel appearing to iloses and ordering 
him to circnmeiso Gerbhuni. the circumcision and the wed- 
ding-dance in the distance. The conception and setting, 
and the landscape, are Peruginesqiie, as well as the ac- 
tion and shape of the figures. But Perugino's admirers 
might suggest, that finish, harmony, and balance are still 
less striking in this than in the tw’O other subjects. 
Tliere is more hardness and angularity than Perugino 
would have given, and though resolute movement is lent 
to the angel arresting the progress of the patriarch, heavi- 
ness deprives the children’s forms of their greatest charm. 
The tnith may be that Perugino did not deyote much 
of his own laboim to this bit. The children may have 
been by Della Gatta, and he again may have been second 
to Perugino’s assistant Pinturicchio. Pinturicchio accom- 
panied his master to Rome, under very favorable condi- 
tions. He was a Perugian by birth and education. He 
had followed with moderate talent the lessons of Bonfigli 
and Fiorenzo di Lorenzo, and afterwards joined the ate- 
lier of Perugino." He had all the qualities that should 
be sought in a subordinate; and might have become in- 
dispensable to one who undei'took large commissions and 
required an orderly superintendent for his apprentices. It 
was natural that Perugino should take him into partner- 
ship, and give him a third of his profits.^ Nor do the 
Sixtine frescos discountenance the belief that the two 
men stood in this relation to each other in 1484. The 
frescos of Pinturicchio in the Borgia Chambers and at 
Araceli w<rrrant us in believing that it was so; they fully 
explain how Pinturicchio prepared himself for independ- 
ence by a constant intercourse with Vannucci and a ju- 


* Aiinot. Vas. VI. 143. 
s Va^. r. 265. 


3 Ib. V. 268. 
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dicious study of the Florentine examples at the Sixtine. 
Perugino himself had not looked in vain at the produc- 
tions of his cotemporaries*, and a strong impression had 
been created on his mind by the frescos of Domenico 
Ghirlandaio. In the Baptism at least he reflected this; 
and Pinturicchio might have been led into a similar path 
by the necessity of carrying out the designs of his elder 
partner. The composition of Perugino's second fresco is 
essentially Umbrian. It is overcrowded and monotonous; 
the gTOups are not bound together with such art as to 
produce the effect of unity; and simplicity and nature are 
wanting. Yet, a pleasing impression is created by iso- 
lated parts. The Saviour in front, receiving the water 
poured on his head by S. John, attracts by an Umbrian 
softness. The masks and type of both are purely Peru- 
gino’s,^ whilst the standing acolytes on the right embody 
something of the grand laws of movement and pose which 
are illustrated in Ghirlandaio. The. nude of a man ship- 
ping near the Baptist is well given, and the youth erect 
at his side might have been conceived by Pinturicchio. 
The formal aiTangement of the Sermon of John on a hill 
to the left, and that of Christ on a mound to the right, the 
kneeling angels, the Eternal in a round glory of chembs* 
heads, with four seraphs in -waiting at equal inteivals; the 
wide expanse of countiy in which the episodes are placed ; 
all these may have been grateful to the eye before time 
and restoring destroyed their harmony.' It is doubtful, 
however, whether the execution was originally as careful 
as that of the Delivery of the keys to Peter an out- 
line of which is annexed to these pages. 

It is rare to find one piece in which the character of 
a painter is revealed in all its aspects. The arrangement, 
the drawing, the colour are not all and severally the ar- 

* The drawings of these t'wo left foreground is much damaged 
figures seem to have found a rest- . and restored. The flesh parts arc 
ing place at the Loiivre. eveiy where discoloured, especially 

The head of the Baptist is dis- ' in the shadows which have hlack- 
flgured by spots. The youth strip- 1 ened. The entire distance is ab- 
ping is injured; and a group on the j raded. 

12 *^ 
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list's best. Feriigiito’s Delivery of the keys is no excep- 
tion to this remark: but it is certainly one of bis finest 
^vallpaintings for division, design, action, and expres- 
sion. The incident he depicts is simple, yet demands, 
fi'om the deep meaning attached to it as related to the 
history of the Roman church, a certain grandeur and so- 
lemnity of treatment. Christ gives the keys to the fisher- 
man. The apostles attend, displapng in movement and 
glance their conviction of the v’eight and greatness of 
their mission; but the scene is not laid in the country of 
Bethlehem: nor is the charge given to the twelve alone. 
Numerous gi’oups are gathered in a palatial court. The 
idea of the church in its victorious might is s^mabolized 
by the temple in the centre and the triumphal arches at its 
sides. In carrpng out all this, Perugino achieves a sym- 
metrical harmony. He infuses a charm of tenderness, of 
devotion and resignation into his impersonations. The lines 
are drawn in gentle curves; and the dresses are elegantly 
cut in cloth of double sttiff, branching at the top of the 
fold, and well studied in fall and undulation. Some of the 
apostles convey an idea of finnness and nobleness, that re- 
veal Perugino's contact with the Florentines. The weight 
and dignity in their bearing point to influences unfamiliar 
to the pure Umbrian. There is life in the Saviour, breadth 
of form and of drapery, allied to fine proportion, in the 
kneeling Peter whose type is an evident approach to those 
of Signorelli. This is the fair side of a picture, in which 
the peculiarities which forbid perfection in the master 
are discernible. In Perugino’s symmetry the seeking is 
by no means hidden; his art, being well under the curb, 
is without fancy; and his steps have a studied and mea- 
sured regularity. The conventional marshalling of the 
dramatis personce prevents the flow of that current which 
should run through the composition, binding its parts, and 
making them all tend to the production of one great whole. 
Figui^es again, if appropriate and full of feeling in them- 
selves, are seldom sufficiently united. They rarely con- 
ceal the effort made by the painter to realize grace- 
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fulness of pose' at the expense of freedom and beaut}\ 
Certain attitudes have been set and studied once with 
the deepest attention in various aspects, have been 
committed to memory, and introduced afterwards with- 
out a return to nature, and without due consideration 
as to place. The hands have been cramped into certain 
invariable positions, the limbs have a well-known and fre- 
quently repeated stride, the heads a constant bend 5 one 
might guess the spot where the pins have been stuck to 
pucker the drapery. The drawing of extremities is often 
untrue, affected in shape as well as in 'action. These 
are most usually the characteristics of Perugino, and 
they are apparent to a slight extent in the best of 
his Sixtine frescos. Knowledge of perspective is evident 
in the temple and arches of his distance, Avhere, how- 
ever, the blocks are all parallel or at right angles to 
the plane of the picture ; and he only requires the centre 
of vision wdth the distance-points to measure by. But he 
takes little advantage of his knowledge when connecting 
groups and figures with the ground on which they stand, 
and the edifices which surround them. It serves his pur- 
pose to have the centre of vision high, in order that the 
bases of his buildings shall be seen far above the fore- 
ground personages. These form a row in front, and are 
remarkable for their staid demeanour. Just above them, 
he throws in another string of people remarkable for ex- 
cessive liveliness of motion. Above these are the bases of 
his temples and arches which stand on a given line and 
in regular order. He thus covers his surface literally, 
but he does not conceal the voids between the ranks; and 
he stiU leaves the impression of conventionalism and mo- 
notony. Though Ghirlandaio was less perfect in perspec- 
tive than Perugino, than Pier della Francesca or Man- 
tegna, he applied its general principles in combination 
with the great maxims of composition, and so obtained 
far more important results than could be hoped for by 
any exclusive professor of the science. Perugino, no 
doubt, was not unmindful of Ghirlandaio’s masterpieces 
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when ho designed the Delivery of the keys^ bnt he had 
not a& yet Ghirlandaio's art in distributing space, nor his 
talent in combining tigiires with sceneiy or edihces. 
<Jf his landscapes at the Sixtiiie there is less to be said 
than of his architecture, in consideidng which, particularly 
with reference to the fresco before us, it is noteworthy 
how much the octogon temple has in common with that 
of the Caen Sposalizio, or that of Eaphaels ^-'Marriage'’ 
at the Brera, The ruling style in these is represented 
in the works of the architects collectively known un- 
der the name of Bramante, and is found in its simplest 
and most classic form in the S. Maria della Consolazione 
at Todi by Bramante of Urbino.^ But an early example 
of it may be seen in a study of buildings at S. Chiara 
of Urbino, due, as we have supposed, to the pencil of 
Piero della Francesca. Perugino is one of the great 
men of his time, who does not seem to have undertaken 
architectural commissions. In Eome he might, it* he 
chose, associate with men of name in that branch; 
and the probability that he did so is increased by the 
circumstance that amongst the spectators in the Deli- 
very of the keys one on the extreme right stands (in pro- 
iiie), holding a set square, pointing with his forefinger 
as he talks to his neighbour handling a pair of compasses. 
To the left of both, a man in upright attitude separates 
the two first from a fourth personage wearing a skull-cap, 
who might be Perugino himself, his face has so many 
features recalling those of the portrait in the Uffizi 
at Florence. There are no means of knowing who 
were the architects thus portrayed by Perugino, but 
he might have received from them the sketches for the 
arches which adorn his distance. Two or three figures 
besides those described may be considered as taken from 
life; but it would be vain to think of assisnini? names to 


Complated in 1504: according to Piingileoui, iu Vita di lira- 
mante, p. 29. 
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them. They may be likenesses of Penigino's associates 
in Rome at the period of his stay, or of men who desired 
to see their persons immortalized in a sacred place. But 
we do not see amongst them either Pinturicchio or della 
Gatta, whose labours are indeed more easily traced in 
the Moses and Zipporah, and in the Baptism, than they 
are in the Delivery of the keys.^ 

As a wall-painter, Perugino at the Sistine followed the 
practise familiar to him in the production of temperas on 
panel. He laid in the flesh with the usual pale grey- 
green, and stippled the lights and shadows over all, re- 
touching the dry surface at last with rough hatchings 
which have been blackened by the effects of time. His 
system w^as that ^vhich Pinturicchio continued at Rome 
after Perugino’s departure. 

This event, no doubt, occurred after the completion of 
the Sixtine chapel in 1486; and this we infer not from 
any knowledge as to the manner in which Perugino’s 
masterpieces were received, but because he had returned 
to Florence in the autumn of that year. It appears from 
the criminal records of Florence that Perugino and a 
companion called Aulista di Angelo of Perugia were con- 
victed of having disguised themselves on some of the 
long nights of December, and waited with staves at the 
comer of a street to Avaylay some person near S. Pietro 
Maggiore. The evidence adduced before the di 

cmiodki^^ in their sittings of July 1487 established most 
damning facts against Aulista, who was proved to have 
murdered one man, and struck or wounded others at 
Rome. It further appeared that he had proposed to mur- 
der the person against whom he and Perugino had a 
gmdge, but that the latter wished to end the matter with 
a drubbing only. Fortunately for the threatened party, 
the conspirators were taken into custody, and sentenced, 


^ Vasari mentions the »Sixtiue frescos (VI. 4U — 41 j. 
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Perugino to a fine of ten florins of goldj Aiilista to per- 
petual exile.* 

The payment for the Sixtine frescos was not authorized 
till August 1489, when Perugino became entitled to draw 
on the apostolic camera at Perugia for a I'est of 180 du- 
cats.^ In the interval he sent (1488) an altariuece to S. 
Domenico of Fiesole/^ and (1489) he received an invita- 
tion to Orvieto. 

During forty-four years which had elapsed since Ange- 
lico's time, the scaffoldings had not been taken down 
in the Cappella di S. Brizio. The superintendents had 
never been able to satisfy the demands of a master 


^ 1487. Arcliiv. Cent, di Stato di 
Firenze. Delib. e partiti degli Otto 
di Custo<lia e pratica ad annum. 
Die X. Julii 1487. 

Prefati Octoviri adunati &c. ac- 
tento (?) qnaliter Pierus Christo- 
foii pictor de Penisis de mense de- 
cembris anno proxime preterite 
1486, animo et intentione esces- 
sum malleiicinm et delictum com- 
mittendi, pluries et pluries ana 
cum Aulista Angeli dePerusio noc- 
tumo tempore accesserunt armati 
quibusdam bastonibus in populum 
S' Petri maioris de Florentia, ut 
quemdam percuterent et ferirent 
dictis bastonibus ; et qualiter dic- 
tus Pierus conduxit Aulistam pre- 
dictum occasione et causa rei tur- 
pis, et predicta et quelibet predic- 
torum vera fuerunt et sunt., prout 
ex predictorum Fieri et Aulista 
confessions dicti Octoviri constare 
asseruerunt; ideo ad faciendum 
jijs et justitiam vigore eorum auc- 
toritatis et balie servatis servan- 
dis, et obtento partito, secundum 
ordinamenta deliberaverunt, sen- 
tentiaverunt et condemnaverunt 
dictum et xnfrascriptum Pierum 
Christophori pictorem de Perusio 
in Pioreuis viginti auri largis de 
auro dandis et solvendis provisori 
eorum officii pro expensis dicti of- 1 
ficii — salvo quod dictus Pierus per [ 
totum diem crastinum dederit et j 


solvent provisori predicto, lit supra 
recipient!, florenos decern auri lar- 
gos in auro; tali casu dictus Pierus 
intelligatur esse et omnino sit liber 
et absolutus a minori summa pre- 
dicta. 

XI. July. Decree by Tvbicb “Au- 
lista Angeli, pictor ofPerugia, see- 
ing that he did at Rome murder 
one of Perugia, that he has struck 
and wounded others . in urbe 
veroFIorentie quemdam occisunim 
se obtulit Piero Christophori pic- 
tori de Perusio , et dicto Piero re- 
cusante sed volente quod ipse 
ilium plnribus bastonatis percute- 
ret id suscepit et pluries et pluries 
accessit noctumo tempore annatus 
et variis et alienis vestibus vesti- 
tus ut negotinm contieeret &c.” — 
sentences said Aulista to be ban- 
ished from Florence for life, never 
to return within its confines nor 
molest the said Piero or others of 
Perugia. Fav'i by D*^® G®. Mila- 
nesi. 

* Mariotti, Lett. Pitt. p. 150. 

^ Chronica S. Dom. deFesu- 
Us in MS. Convent, of S. Mar- 
co of Florence exc, in com. 
Vas. VI. 67. He painted more 
than one altarpieee for S. Dome- 
1 nico of Fiesole as may be seen 
j hereafter, but that of 1488 is not 
I forthcoming. See Vas. VI. 45. 6. 
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of name, oi’ they had wilfully neglected to engage one, 
till Perugino visited Orvieto. They seem to have felt on 
this occasion that their duty compelled them to remove 
what they admitted to be a stain on their administration, 
especially as an artist stood within their reach "^Svhose 
fame had been spread throughout Italy by his completion 
of the frescos in the apostolic palace at Rome^\ They 
asked Perugino to examine the chapel, and tender for 
its decoration. He did so : and we may judge from his 
offer at what a price he valued himself. He would 
take the whole chapel, he said, for fifteen hundred du- 
cats, if he were furnished with scaffoldings, lime, gold, 
and ultramarine. He would use such subjects as might 
be submitted to him, and personally execute the faces 
and hands of all the figiu*es. With prudent reserve the 
superintendents contracted only for the ceilings and all 
the spaces above the capitals, promising to give two hun- 
dred ducats for the work, and closing with an advance 
of ten gold pieces, on condition that Yannucci should be- 
gin in April 1490, and go on throughout the whole of the 
following summer. Perugino upon this left Orvieto, pro- 
bably for Florence, and was not again heard of during 
that year. It is possible that his ambition had suggested 
the chance of more interesting employment at Florence. 
In Orvieto, the adornment of a chapel in the cathedral 
had been left for half a century in abeyance. In Flo- 
rence, the disgrace was more sensible, for the front of B- 
Maria del Fiore had never been touched since the facade 
had been raised on the plans of Neri di Fioravante, 
Benci Cioni, Francesco Salvetti, Orcagna, Taddeo Gaddi, 
and Niccola Tommasi.^ It was a common subject of con- 
versation in 1490, that the exterior of the cathedral of 
Florence was in an unsafe condition, and (we read the 
words with some surprise) it was no heresy to declare in 


* It is now proved that the fa- 
cade was not begun by Giotto, but 
was due to the masters named in 
the text, whose plan was made pub- 
lic after long deliberation in Octo- 


ber 1357. Ces. Guasti in Ar- 
chivio storico. nuova serie. 
VoL 17. part I. Flor. 1863. p. 
140.) 
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the jounials of the guild of ■vvoolstaplers; that the front 
was a mongrel stiructiirej and built in defiance of all 
architectural rules or order. ^ Lorenzo de’ Medici, the 
virtual leader of the Florentines, would no doubt have 
been pleased if the Duomo of his native city could have 
been perfected in his lifetime. He therefore gave his 
support to the guild of woolstaplers when they ordered 
the opend to take the necessary steps for obtaining 
plans and funds for this new entei*prise. The skill 
of Italians of every grade was consulted. Architects, 
sculptors, and painters from every part of [the country 
were desired to compete, and in the course of the year 
eleven designs and one model were ready. The 5^^^ of 
January 141 >1 was the day fixed for the meeting of 
the promoters in S. Maria del Fiore. Foremost in the 
assembly the two consuls of the woolstaplers, Silvestro 
de’ Popoleschi and Eidolfo Falconi, appeared in virtue of 
their office. They were followed by a host of men of po- 
sition in Florence, the Soderini, Kiccolini, Giugni, Serris- 
tori, Salviati, Cavalcanti, Toimabiioni, Strozzi, Scala, Fi- 
licaria, ilai'telli. Designs were presented by the Canon 
Carolus Benci, by Giuliano and Benedetto da Maiano, 
Francesco di Cliorgio, Filippino Lippi, Giovanni, (? Giuli- 
ano) Verrocchio, Bernardo Ghalluzzo, Antonio Pollaiuolo, 
Francesco da Fiesole, Francesco, herald of the Floren- 
tines. The only model exhibited was by Jacopo Piattola. 
All the professional men of importance in Italy were in- 
vited, and most of them came, Pemgino, Vittorio the son 
of Ghiberti, Simone Pollaiuolo, Monciatti, Benedetto da Mai- 
ano, Francione, Domenico Ghirlandaio, Cosimo Eosselli, 
Lorenzo di Gredi, Giovanni Graffione, Andrea di Monte 
San Savino, Clemente del Tasso, Andrea della Robbia, 

* Record of deliberatiou of guild , de Medici voleva levare e ridu- 
of wool-staplers at Florenee, dated ' eerla a perfeetione, mi pare senza 
Febr. 9. 1490. in com. Yas. YII. ! ordine o misura”. But Albertini 
243. We also see that Albertini | is a prejudiced critic, for he had 
held the same opinion. He says in built a model of a new front and 
the Memoriale (uh. sup. p. 10 j: wished to see it carried out, 

“Decta facciata, la (juale Lorenzo i 
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Sandro Botticelli; Alesso Baldovinetti; Andrea da Fiesole, 
LapO; were all grouped together; and prominent amidst 
them all the commanding figure of Lorenzo de' Medici. 
One might have thought that the time chosen for this 
competition would be favorable beyond any other. As a 
state; Florence enjoyed peace and wealth; both a guarantee 
for the speedy prosecution of a great architectural under- 
taking, and Lorenzo de^ Medici was in the fulness of his 
powei\ But when the names of the competitors are con- 
sidered, it seems doubtful whether the talent which they 
represented Avould have sufficed. This; it seemS; was felt 
by most persons at the meeting 5 for after Tomraaso Mi- 
nerbetti had opened the proceedings with a statement of 
the labours of the opera?) more than one speaker rose for 
the piu'pose of recommending delay and mature consider- 
ation; and Lorenzo de’ Medici closed the debate with an 
eulogy upon those who had sent designs, but at the same 
time with a suggestion that there would be no inconve- 
nience in postponing a matter of such gravity to a future 
time. In this manner the hopes that might have been 
entertained as to finishing S. Maria del Fiore were dashed 
to the ground*. The model and designs were consigned to 
oblivion, and the persons present parted to their several 
homes. 

Whatever may have been Penigino^s expectation in re- 
ference to this affair, he was not long in making up his 
mind as to the course which he should pursue. Avoid- 
ing Orvieto where he might have been sued for the 
penalties on his breach of contract, he proceeded to Pe- 
rugia where he drew the remnant of his pay for the Six- 
tine frescos (March 5^^* 1491) at the apostolic chamber, 
and then went onwards to try his fortune anew at Rome. 

During his absence Pinturiccliio together wfitli the 
somewhat lazy Filippino Lippi had taken the lead as a 
decorator, and alternately received the commissions of 
Innocent the VIII^*', and the Cibos, of the Borgias, and 
della Royeres. Peritgino, for a short time, divided wfith 
him the patronage of the latter^ and was employed by 
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Cardinal Giiilianu^ to adorn his palace. This prelate, then 
bishop of Ostia, was of the same impetuous and exact- 
ing temper as when, under the name of Julius the 
IP‘*, he ruled the church; ambitious, in 1491, as in 1503 
and to attach the greatest living artists to his per- 

son, caring much and paying royally for the best works, 
but always ready to destroy them for the sake of getting 
better, llapliael had not as yet ascended to the eminence 
from wliich he afterwards looked down upon his master; 
and Perugino enjoyed for the time the fullest confidence 
of his patron. He did not conceal from the Cardinal 
that, unless an efficient protection could be extended to 
him, the superintendents of Orvieto might venture upon 
measures of annoyance, and when they, at last, deter- 
mined to cancel his contract, Giuliano was induced to 
write to the priors and council a letter as insolent as 
his temper and power alloTved him to do. The superin- 
tendents, in ohe^ence to a promise extracted from them 
by the Cardinal, had remained quiescent during the whole 
of 1491, but in January of the following year, they be- 
gan to deliberate what their best course should be, con- 
sidering Perugino s delay. The result was a resolution 
to ask Pietro whether he intended to come or not. He 
replied in April that he proposed doing so at the next 
opportunity. Yet he took no immediate step towards the 
fulfilment of his promise so that the superintendents 
were obliged at last to let him know they would ap- 
point some one else in his stead. This was the signal 
for Cardinal Giuliano to interfere. He penned a letter 
on the 2“*^ of June reminding the council of Orvieto that 
they had agreed to wait, knowing that Perugino would 
be ready for them in a few months ; but he added : 

^^Now Maestro Pietro has stated that, contrary to your 
word, you intend to substitute for him another painter 
who shall do your work; this is, indeed, truly remarkable 
(conduct). We laboured under the impression that you 


^ Giuliano della Rovere succeeded Pius the III**- in the papal chair. 
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were to be compliant as best suits the love we have ever 
borne to your community. And so we now again exiiort 
and pray that you do reserve this place which is his due, 
to Maestro Pietro, and refrain from molesting him for the 
short time during which he has to expedite our affairs^’.’ 

In the meanwhile the Orvietans had been in correspon- 
dence with Pinturicchio who announced his arrival almost 
at the moment when they received Ginlianos letter.* 
Isot venturing to offend so important a dignitary as the 
Cardinal, they obeyed his injunctions by keeping for Pe- 
rugino his place in the cappella S. Brizio; and Pinturie- 
chio received instinictions to labour in a different part 
of the cathedral. 

The only memory of this busy and interesting period 
in Perugino^s life is an altarpiece in the Albani Villa near 
Borne, the decorations of the CardinaPs palace having 
perished. But this altarpiece alone with its date of 1491 
gives us sufficient knowledge of his manner at the 
period. Its principal subject is the Nativity in the form 
which Periigino subsequently repeated with slight changes 
on various occasions; and this again is surmounted by three 
panels of the Crucifixion between the angel and the 
Virgin annunciate. The stable of Bethlehem is trans- 
formed after the time Umbrian fashion into a wide and 
roomy inclosure protected from the weather by arches res- 
ting on pillars in one comer of which the ox and the ass 
are penned behind a palisade. The infant Christ lies on 
the foreground in the middle of the floor with the Vir- 
gin and S. Joseph on their knees, in rear of him, and 
two angels between them in adoration. In the aisles SS. 
Michael and John the Baptist, SS. George and Jerom, 
kneel and stand in prayer. The light pouring in from 
the openings to the left, casts pleasant shadows on a fine 
architecture and illumines a pretty distance of hills and 

^ The letter is printed in original | Valle. Duomo di Or\’ieto, p. ai6. 19. 
in“Alcuni Documenti artistic!” &c. | in com. Vas. AT. 68. and in Vermi- 
ub. sup. p-t7. The remaining facts I glioli’s Vita di Pinturicchio, ub. 
respecting this period of Perugi- } sup. app. pp. XXXV — XL. 
no’s life maybe found in Delia] ** In Jiane 1492 (com.Vas.V. 279). 



THE FIFTEENTH CENTURt. 


Chap. YII. 




lakes seen through the apertures. Above., the Saviour on 
the cross in a landscape i.s hevrailed by the Magdalen 
who lies prostrate with her anus about the tree; between 
the lamenting Virgin and Evangelist. For a tempera, 
slightly injured by abrasion, restoring, and other accidents, 
this is still a very transparent and softly fused picture 
with warm lights and grey shadows, carefully united by 
reddish crrev half tones in the flesh. It is one of the 
master’s most graceful pieces with freshness in the types, 
resignation and modesty in the poses, and tender expres- 
sion in the featoes. It is still Umbrian in sentiment as 
well as in the minuteness of its finish and in its details, 
but free from exaggeration or coarseness. The S, Llicbael 
is young, modestly noble in mien, and intent as he 
prays, his form reminding one of those of Raphael. The 
Baptist and S. Geoi'ge are almost equally charming, whilst 
the S. Joseph and the S. Jerom are more ordinary concep- 
tions. There is great dignity in the slender figure of the 
Virgin, and an improvement upon the older Umbrians 
is seen in the shape of the infant Christ. The annuncia'-" 
tion is full of feeling, and the form of the martyred Re- 
deemer is as fine as its movement is fair, the whole 
scene of the Crucifixion almost foreshadowing a similar 
one by Fra Bartolommeo.^ 

The death of Innocent the VIII^^ and the accession of 
Alexander the VB^^ occurring in July of 1492, possibly 
induced Perugino to leave Rome and return to Florence 


^ The hgiires in the Nativitj^ are perj of the Virgin to the fore- 
half the life size, those in the Cruci- ground. The cushion on which the 
lixion and Annunciation less than infant Christ leans, is repainted, 
half the size again. The panels The same may be said of the 
seem to have been separated at ■ vest of the Baptist, the hands 
one time, and to have been put to- ' of S. Michael, the dresses of S. Jo- 
gether anew, the upper edge of 'seph, the angels, and the Virgin, 
the central panels being cut down, , The S. Michael is in a burnished 
and the beading covering too much steel cuirass bearing a head of 
of those in the second course. On Medusa on its breast. His wings 
the capitals of the four principal are touched in gold. Rumohr has 
pillars one reads: Petrus — de Pe- ■ erroneously read the date of this 
msia — pinxit — M€J“©®VIIII G” altarpiece which he assigns to tlie 
Primo. A split runs down the clra- 1 year 1481. (Porseh. II. 341), 
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without attending* to his commission at < >rvieui.* From 
the Borgia, indeed, he had little to expect, and perhap.s 
something to fear in consequence of His Holiness having 
patronized Pinturiccliio and recommended him to the Or- 
vietans. But Peragino was now so famous that he was 
less anxious to receive than he was to be able to satisfy, 
his numerous comnaissions. He was balloted into the 
municipal council of Citta della Pieve for -iLav and June 
1493, and is said to have served his time there in due 
course;- but two large altarpieces produced at Florence 
at the same period, give proof of continued attention to 
his art. 'With a true instinct and shrewdness he per- 
ceived that the days of tempera painting were numbered, 
and he began, to practise more constantly on the inno- 
vating system of which he had, no doubt, long known 
the theory. If one looks at the Virgin and child between 
the Baptist and S. Sebastian, now at the Uffizi, but ori- 
ginally at S. Domenico of Fiesole, it is apparent that he 
had not thoroughly caught the routine of colouring in 
the new methods ; for the marks of hatching and stippling 
are still clear in the light olive flesh tones. As a com- 
poser and a draughtsman, however, he was improving. 
His figures are still gi’acile and posed in the usual Um- 
Lrian attitudes, the S. Sebastian is lean and withered in 
frame and limb, but the Virgin is well proportioned, and 
handsome in face, and forms a pleasant group with the 
plump infant on her lap. The saints are resolutely 
drawn with legs in correct foreshortening. The drapery 
is well cast, and one sees a striving towards higher aims 
than the creation of mei’e tenderness and grace.'* With 


^ Vasari says that, in Rome, Pe- 
rugino painted a Martyrdom in S. 
Marco (VI. 41). This has perished, 
hut a figure of S. Mark is still as- 
signed to him there, which, how- 
ever, is a work of the Venetian 
school of the Vivarini. Vasari also 
describes the Sciarra Palace as 
having been adorned by Vaiiniicei, 
but these works have been Ihst 
(Vas. VI. 41). 


® La Fargna in Orsini p. 237. 

3 The picture (wood) is Xo. 1122, 
at the Uffizi. 

The Virgin's throne is on a 
plinth in an arched way through 
which a landscape is seen. The 
figures are size of life. On the 
plinth one reads: ‘‘Petrus Periisi- 
ims pinxit an. MOCVCLXXXXUh 
Vasari is strong in praise of the 
work (VI. 45. 0). 
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less Jdnifcli or caret illness of Landling; with less judicious 
arrangement of drapery and choice of type; the Madonna 
and saints of 1493 in the Belvedere gallery at Vienna illus- 
trates the same phase in Pietro*s career.^ 

Being now a permanent resident at Florence, and a 
candidate for employment in all the branches of his pro- 
fession, Perugino opened a regular shop, and whilst he 
sold panels to distant purchasers, he painted frescos for 
Florentine convents. Of these the most celebrated is that 
of the Gesuati which contained a Brotherhood familiar 
wnth the pursuits of art. The Gesuati had built for 
themselves a monastery, outside the Porta a Pinti, and 
erected workshops for the production of painted glass. 
They carried on a flourishing business, and took part in 
almost all great undertakings during the last half of the 
fifteenth centur}*. For these friars Perugino drew nume- 
rous cartoons, and painted on wall, and on panel, deco- 
rating two cloisters with frescos, and the convent church 
with two altarpieces.- Their establishment became for 
tliis reason doubly famous .to visitors whom curiosity 
prompted to see the creations of a famous master, to cus- 
tomers desirous of excellent wares. But as the imperial 
army advanced in 1529 to the siege of Florence, the ex- 
posed situation of the edifice and the advantage which it 
might have afforded to Philip of Orange, induced the 
generals of the threatened city to demolish it. The fres- 
cos were, consequently, lost; and all that remained of 


* Belvedere g-allery. First door. 
Room m. Ital. sch. No. 31. Wood, j 
Virgin, and child, enthroned he- ' 
tween SS. Peter and Jerom, Paul | 
and John the Baptist, On the base 
of the throne are the words: “Pres- 
biter . Johannes . Christofori . de . 
Terreno - fieri fecit : 

MCCCCLXXXXni.” 

The colour, of olive tone, is a 
little raw being given at one paint- 
ing. The drapery has breadth, but 
the picture is not free from injury’; 
the yellow mantle of S. Peter be- | 
ing new. The figures are life size. 


- Albertinijin his Memoriale (ub. 
sup. p. 17) speaks of Peragiuo’s 
works in the church, the cloisters 
and the convent. 

Vasari also gives a full des- 
cription of this convent, and of 
Pemgino’s frescos and altarpieces. 
(VI. p. 33 and folR) Records in 
the archives of S. Maria del Fiore 
prove that the Gesuati had the fur 
nishing of six glass windows in the 
lantern of the cupola of that 
church in 1466 (Guasti La Cu- 
pola uh. sup. p. 107). 
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the wi’eck was taken to S. Giovamiino della Calza. or 
S. Giusto where two or three pictures remained until 
the time of their transfer to the Academy of Arts.^ Of 
these the earliest seems to have been the Pieta in which 
the dead Saviour lying on the lap of the grieving Virgin, 
is supported by the head on the shoulders of Joseph, by 
the feet on the knees of the sitting Magdalen, whilst S. 
John the Evangelist looks up in prayer to heaven on the 
left, and another saint stands silently mourning on the 
right. The scene is laid in front of a colonnade, drawn 
in bold perspective w’ith a low centre of vision. Any one 
familiar with Francia s lunette in the ]^ational Gallery w'ill 
be able to understand the beauty of this veiv" similar 
composition which, in Perugino's hands, is treated with 
greater success and feeling, and with a higher command 
than he had yet exhibited, of correct proportion. By 
giving great melancholy to the Virgin who bears the 
weight of her Son^s frame, thoughtful intentness to the 
Magdalen who gazes at the feet once anointed by her 
care, delicate tenderness to Joseph, presenting the 
full face of the Saviour to the spectator, and a natural 
rigidity to the select shape of the Redeemer, Penigino 
showed a sense of discrimination worthy of praise. He 
proved himself a judicious observer of the Floren- 
tines, without losing the characteristic features of the 
Umbrian, preserving certain foreshortened movements re- 
miniscent of the Perugian school in the upturned bead 
of the longing Evangelist, keeping up its old fashion of 
drapery, but applying renewed rigour and conscientious- 
ness to the clear rendering of form and the true perspec- 
tive of its lines, and clothing it in a broader cast of fold. 
All this he accompanied originally with clearness in the 
handling of oil-colours partaking in tone of the greyness 
of tempera, and justly balanced in harmonies.- It -was 
a work which probably created a great impression on 

^ Vas. VI. 35. [ grands tableaus. Xo. 58. It was 

* This Piet4 is now in the Aca- taken, saysRicha(ChieseIX. 103), 
demy of Arts at Florence. Salle des j by Mary Magdalen of Austria to 

VOL. III. 13 
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Lorenzo tli Oredi, and might vrell stir a sympathetic 
fibre in Fra Banoloinmeo. In 1494, Perugino’s ex- 
jjerience had become still further enlarged. A nobler 
style than he had as vet gained may be found in the 
Madonna and saints of S. Agostino at Cremona^ on 
whieli the stamp of Florentine art; as expressed in the 
dignity of Ghirlandaio s creations, is obvious. The finely 
shaped Virgin on her pedestal is still slender in frame, 
but she has little Umbrian languor. The child is square 
in its fullness, yet inspired. The attitudes have more 
of the Florentine gravity; the draperies are more grandly . 
east than before: and the oil-colour, of strong tone, is 
touched with increased mastery and force.^ 

A new feature in Pietro is also revealed in this 
year by a portrait of himself at the Uffizi, which seems 
the forerunner of two others of Vallombrosan friars in 
the Academy of Arts at Florence. Periigino was a man 
of imposing air. He had a plump countenance, with 
small dark eves under a fleshy brow, a short but well 
cut nose, and sensual lips; broad cheeks, and a bull neck. 
His ample furnishing of bushy but frizzled hair tells of 
a genuine native strength, but he prides himself on an 


the vilhi near the porta Koniana; 
and a copy of it was given to the 
cuuYL-ut of IS. Giovannino della 
Caka. It is possible that this copy 
which lias disappeared from Flo- 
rence, should he a so-called re- 
plica described bv the annot. of 
Vas. (VI. 30} as once forming part 
of the Orleans gallery. In its pre- 
sent condition one hardly realizes 
the probable beauty of the origi- 
nal colour. The flesh is of a ^fair 
yellow shaded with bluish grey, 
the whole abraded; half the head 
of the figure on the right repaint- 
ed; the eyes and forehead of the 
Virgin retouched, and the baek- 
. ground thrown out of harmony. 
Vas. mentions this piece (VI. 36). 

* The picture, on the altar of 
the Roncadelli family, has kept its | 


I place very constantly being men- 
I tioned by the Auonimo (ed. Morelli 
’ p. 35) who however transcribes the 
j date erroneously as 1^92. It was 
! taken to France and afterwards 
. returned- The scene is iu front of 
' an arch. The Virgin enthroned, 

; with the child , on a plinth on 
which one reads: “Petrus Penisi- 
uus pinxit MCCCCLXXXXIIU”. 
S. James, on the left, is a fine 
figure, in type, movement, and co- 
lour. He is contemplated by the 
child whose head is in his direc- 
tion, whilst the Virgin glances at 
S. Augustin on the right, who also 
looks away, though pointing with 
his left hand towards Christ. The 
figures are life size. A few worm 
holes have been carefully stopped 
and the picture is well preserved. 
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elegant hand. The unity of the parts , the fused enamel 
surface, and the bold clean touch, coupled with good 
modelling and precision of contours, suggest a comparison 
of this masterpiece with those of Anton ello da ilessina.^ 
The work has more nerve than is found in Francia, to 
whom it was long assigned, but is not essentially ditferent 
from the Vallombrosan friars in the Academy, the fresh- 
ness and life in whose faces, together with a lively 
warmth and neat design, have also caused many to be- 
lieve that Raphael was no stranger to their production.' 

As Perugino now became better known for the colour 
in his pictures, the demand for them quickly extended 
towards Northeim Italy, where that quality was more usu- 
ally sought than in the South. Besides the iladonna 
which was sent to Cremona, a miracle of the cross had 
been finished in 1494 for the school of S- Giovanni Evan- 
gelista at Venice,'^ and Tannucci was now induced by the 
Council of that city to consider the draught of a contract 
for ^^the flight of Pope Alexander the Third'', and *4he 
battle of Legnano'' in the Sala del gran Consiglio. It 
was proposed that these should be done for 4CK) ducats 
without any limit as to time. Perugino boldly claimed 
S<X) ducats; and the negotiation failed, no doubt in con- 
sequence of the exorbitance of his demand.*^ But it was 
of advantage to him that he should not be obliged to 


* Xo. 287. Uflizi. On the back ! 
of the panel the following is en- 
graved: 1494. di lugli. Pietro Pe- 

mgino pins® pm® die He 

wears a black sknll cap, a red vest 
laced over a white shirt, a purple ! 
coat with brown facing. One hand 
leans on a parapet; the other 
holds a scroll on which one reads; 
“Timete deum”. The colour is a 
little veiled. The distance is sky, 
hills, and water. 

® Plor. Acad, of Arts. Salle des 
petits tableaux. Xo. 18. wood, oil. 
Both are profiles looking up as if 
appealing to heaven; one turned 
to the right, inscribed: “Blasio 


I Gen. Servo tuo succurre", the 
other turned to the left, inscribed: 
“D. Balthasar Monaco s. tuo suc- 
curre." Both come from the con- 
vent of Yallombrosa, and are on 
small panels. 

3 Cicogna. Iscriz. Venet. ub. 
sup. 1. 47, who says the picture 
perished by fire. 

, * The record is published in 
Gave, Carteggio 11. 09. 7U, but the 
contract does not seem to have 
been ratified ; for in January 1515 
Titian offered to cover the space 
previously intended for Perugino, 
and to do the work for 40U ducats 
and the reversion of the Sanseria 

13 * 
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leave Florence , ivhere a casual absentee might speedily 
lose a practise reared by patient industry. 

He had thus far endeavoured to combih'e a diligent 
study of composition with an honest stri\ung towards a 
faithful reproduction of nature. He had tried to master 
the idea of his subjects, and to give to his personages the 
appearance, the passion, the action, and the meaning 
suited to them. He was already quoted as one of the 
most able men in Centol Italy for the application of the 
system of oil. A short year elapsed, and the Pieta of 
1495 at the Pitti marked him out amongst Florentine 
craftsmen as a candidate for the highest celebrity. One 
of tlie greatest attractions of this piece consisted, accord- 
ing to Vasari, in the brilliancy of its tones and of its 
backgrounds 5 ^ and even now, that time and restoring 
have dimmed and altered it, the landscape is one of 
Perugino’s best. It was natural , indeed , that inde- 
pendently of all else, his cleverness in distances should 
excite admiration in a city where they had long been 
noted for a comparatively monotonous surface, upon 
which trees or buildings were laid in with touches of 
opaque substance, copiously impregnated with vehicle, 
and necessarily rough in consequence. By introducing 
transparent and varied tints into them, and thus adding 


% 

in the Fondaco de’ Tedeschi. He i 
takes credit in a letter making’ j 
this offer for liberal intentions, 
inasmuch as his claim “is the half 
of what Perugino required for the 
same labour”. It has been sup- 
posed that the Pietro Peroxino 
of the record of 1494 and the Pe- 
rusin of Titian are not the same 
person as Pietro Perugino; but this 
view can scarcely be supported, 
and was not held by Gaye or Ca- 
dorin (see Dei miei studi &c. by 
Abb. Cadorin in the Atti dell’ Ate- 
neo at Venice 1846). One reason ad- 
duced for the belief in the exis- 
tence of a Venetian Pietro Peru- 
gino is that a picture once in the 


Rinuccini gallery representing SS. 
Marc between Jerom, and Gerard, 
is signed: “Pietro Penigino pinx. 
anno 1612”, and is evidently not 
by Pietro Yannucci, This is per- 
fectly correct. The picture in ques- 
tion is by a Venetian of whom we 
shall have to speak. It is of a red- 
dish tone of much impasto with 
lively draperies. We shall not raise 
a question as to this signature at 
present, but merely say there is no 
second picture in existence that 
bears a similar one. The names of 
the saints at the base of their 
niches are repainted. 


1 Vas. VI. 32. 
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a charm all but unknown to the Peselli, Pollaiuoli, Ver- 
rocchio; and Signorelli, he captivated the spectator. His 
preeminence in this respect was due to his command of 
means in the use of the mediums, now in course of rapid 
improvement; at Florence; hut not to that cause alone. 
The Umbrians had long bestowed an extraordinary at- 
tention upon details of landscape. Perugino took this 
specialty with him to Florence ; but instead of considering 
that section of his art as definitely acquired, he care- 
fully looked at Masaccio in the Carmine. At Rome he 
saw how Ghirlandaio added interest to his wallpaintings 
by wide expanses of vales and of lakes; and when he 
returned to Florence, how admirably Domenico com- 
bined his incidents with scenery, in the Sassetti chapel 
and in the choir of S. Maria Novella. Instead of laying 
the Pieta in a formal convergence of rays by placing the 
centre of vision in the middle of the picture; instead of 
pursuing the course which he had followed in the Delivery 
of the keys, and which he afterwards repeated so fre- 
quently in the days of his decline, he set the centre of 
vision at one side, and broke up the features of the 
country into simple yet graceful sinuosities to shovr pools 
of water disappearing in the horizon, and limpid on the 
outskirts of a city. He fitted trees and shrubbery so 
cleverly that in spite of all the calculation which it re- 
veals, the result seems a spontaneous creation of nature. 
It was not enough for him to have thus given a special 
beauty to one particular part, he also made the lines of 
the country complementary to those of the figures, which 
he ceased to place with Umbrian symmetry and regu- 
larity, in order to put them together pyramidally on 
the principles illustrated by his predecessors. The Sa- 
viours body, still full of the flexibility of life, but 
supine in death, is supported in its winding sheet on a 
stone by Joseph of Arimathea; the head is held up by 
the Magdalen, the left arm by the Virgin. Mary Cleofas 
looking over the heads of both, completes the pyramid 
with Mary Salome kneeling at her side between the Vir- 
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gill and a youth who stoops to raise the comers of 
the cloth at the Redeemer's feet. S. John and the wife 
of Zebedee, Nieodemns and two others stand to the 
right and left. In this arrangement, Perugino leaves 
nothing to desire, balancing and harmonizing everything 
with li sobriety and fitness only to be found in the 
best composers, emulating the Masaccios and Ghirlandaios 
without servilely copying them, and imparting to all at 
the same time his own peculiar sentiment. The Virgin 
shows her maternal love in an agony of gifief, without 
grimace. In the Magdalen, sorrow and sympathy are 
united in the face and in the action. Joseph of Ari- 
mathea turns away his head, overcome by the melancholy 
of the scene, whilst the youth at the Saifionris feet is 
less affected. In thus modifying the intensity and form 
of pain in each person, as in transmitting individuality 
to the features, Pentgino’s merit is undeniable. Softness 
of expression, and select grace give it the impress of 
its originality; an originality well calculated to temper 
the rugged grandeur of the nobler, or the realism of 
the more naturalistic, Florentines, and prepare the way 
for Raphael, As a study of nude, the Redeemer is 
finely proportioned, without the false conventionalism 
so often conspicuous in the hands, feet, or articulations 
of earlier and later creations, and wuthoiit their stiffness, 
length, or leanness. One sees in it as in the surround- 
ing mourners, the forerunner of that splendid work 
of the sixteenth century, the Pieta of Fra Bartolommeo 
at the Pitti; in the greater spontaneity and more intense 
feeling of which one still traces a happy impress derived 
from Perugino.^ 

The year 1495 was thus remarkable in the career of 
Vannucci. It was that in which an Umbrian, imbibing the 


^ This picture is now No. 164 iu 
the Pitti gallery, and was origi- 
nally in the convent of S. Chiara at 
Florence. It is inscribed on the 
stone supporting the Redeemer’s 


body as follows : Petrus Penisi- 
nus pinxit A. D. M.CCCCLXXXXV, 
The colour was doubtless charm- 
ing before it was altered by expo- 
sure. The head of an old man pray- 
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principles j slowly developed throughout two centuries 
since Giotto , successfully applied the laws of compo- 
sition; and added a calm tenderness to the gravity of the 
Florentine school; and, through his influence on Fra 
Bartolommeo and Eaphael, replaced, as far as it was 
possible to do so, the pious mysticism that had perished 
with Angelico. The time indeed was one when no artist 
could hope to revive the simplicity of old convent art. 
w'hen no reformer, were he talented or enthusiastic as 
Savonarola proved himself, could restore a religious spirit 
incompatible with the condition of society during the ebb 
of republican liberty; but it was still a time when a 
pleasing gentleness, an expression of purity in represent- 
ing heart in conjunction with positive beauty, might be 
substituted for the deeper and more imposing sentiment 
of Giotto, Orcagna, Traini, and Fra Giovanni. 

When the nuns of S. Chiara, for whom the Pieta w’as 
finished, were in possession of it, a rich Florentine, Fran- 
cesco del Pugliese, offered them threefold its price if 
they should consent to exchange it for a counterpart by 
Perugino himself. The offer was rejected, because the nuns 
ascertained from Vannucci that he did not think he could 
repeat it without failure.^ He had probably not the cour- 
age to copy a picture on which his own labour had been 
exclusively bestowed, and fearing that his pupils would 
not make a replica as good as the original, he preferred 
undertaking new subjects. He thus produced at intervals 
the frescos of S. M. Maria de* Pazzi, which Rnmohr 
describes as fully equal in composition, and expres- 
sion to the Pieta of S. Chiara,^ Christ in prayer on the 
Mount of Olives for the Gesuati, the Crucifixion for S. 
Girolamo delle Poverine at Florence, the Madonna with 


ing, right of Nicodemus, is changed 
in tone as well as the face ofMary 
Cleofas. 

^ Yas. VI. 33. 

® These frescos can only be seen 


with the permission of the arch- 
bishop of Florence which the au- 
thors were unable to obtain, but 
see Bumohr (Forschungen II. 
344), Ya s a r i (YI. 45), and A 1 b e r- 
tini, Mem. p. 13. 
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saints for the Magistracy, and that of the Tirgin and 
child for S. Pietro Martire, of Perugia. In every in- 
stance he maintained the ground he had previously 'vvon, 
or he exhibited his fullest powers as a colourist. AVe 
may he grateful indeed for the preservation of these ex- 
amples in their original loveliness, and value them for 
affording that insight into Perugino's progress in oilpaint- 
ing which is denied in the faded though still beautiful 
ones of the same period previously described. The Christ 
on the Mount is now in the Academy of Florence/ w^here 
one sees how well Perugino has placed the Redeemer 
on an elevation, kneeling and praying, vrhilst an angel 
brings the cup. The three apostles lie sleeping on the 
foreground as Iscaidot, in the distance, leads the soldiers 
to the capture. With much thought in the conception, 
and much freshness in the types, the picture gains an ad- 
ditional charm from the hour with which Perugino marks 
the time of the action. The sun has just set; and a 
strong reflection still rests on the Saviour and apostles 
who detach themselves in gloom from the pale horizon 
of the sky. In this twilight the forms are finely brought 
out by well modelled relief. In the Crucifixion, the 
Virgin and S. Jerom stand at the sides of the cross in 
a landscape after sunset; and in order to strengthen the 
melancholy of the scene, Perugino gives it a mysterious 
depth of atmosphere in a low key of warmth, and thus 
corrects the defects of figures made out with less than 
usual care and conscientiousness.- 
The Madonna and saints executed in 1496 for the 
chapel of the Magistracy at Perugia, and now at the Va- 
tican, is, unlike the two last, a bright day-light piece. 
The Madonna is enthroned in front of a colonnade on a 
pedestal between the four patron saints of the city. Her 
shape is slender, and her appearance extremely gentle. 


^ Academy of Arts. Salle des 
grands Tableaux. No. 53. 

* Academy of Arts. Galerie des 


grands Tableaux. No. 56, noticed 
in its original place by Ricba 
(Chiese n. 301). 
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The saints breathe contentment and sympathising tender- 
ness. Bnt the colouring is vigorous and masterly, of a 
pleasing richness in the flesh tending to that brownish 
ruddy tinge attractive in Antonello and the Bellini, and 
in the early Gior'giones; whilst the draperies are prepared 
and glazed with a perfect knowlege of the laws of con- 
trast, and with great skill in technical handling.^ The 
Virgin and child of S. Pietro Martire was finished in 
1498.- It represents the Virgin seated in a landscape at- 
tended by two angels in flight, and the infant Saviour 
on her lap blessing six brethren in white, kneeling in 
front. The child is a little fat and square, and the 
features of His mother are a little vulgar. But the ex- 
pression and action are softly meditative, and this impres- 
sion is heightened by the calm glow of evening which 
overspreads the groups, not wuth the vividness of that in 
the Christ at the Mount, but with a clearer, milder red- 
dish brown, polished as enamel. It is another of those 
instances in which Perugino adapts the iechmca of his 
art to the rendering of an idea, and trusts for effect to 
colour rather than to form, emulating the Venetians who 
harmonize their tints with the incidents they depict. 
The system upon which all these panels were wrought 
was almost the perfection of that which had been inau- 
gurated by the Peselli and the Pollaiuoli, improved by 
Verrocchio, by Leonardo and Perugino. It was not simple, 
nor was it acquired at once. 

Perugino prepared flesh with a warm brown tone -which 
he worked into rotundity by successive strata, leaving 


^ This picture was dismembered ! 
and taken by the French to Paris. 
The frame and a Pieti forming 
the pinnacle, remained in the Sala 
del Magistrate at Perugia, now in 
the Public Gallery, Ko. 32. The 
Madonna was returned at the 
peace of 1815, not to Perugia, but 
to Rome. It is in the Vatican and 
• signed on the pedestal of the Vir- 
gin’s throne : “Hoe Petrus de Chas- 
tro plebis pinxit”, seeVasari(VI.41.) 


! - Since the text was written, the 

panel has been deposited in the 
Perugia gallery and numbered No. 
35. The Brotherhood of S. Pietro 
Martire was originally called Con- 
fraternita di S. M. Novella, after- 
wards della Consolazione. It ap- 
pears from ann. Decemyirali for 
1498 that the picture was painted 
in March of that year. Mariotti, 
ub. sup. p. 156, 
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the high lights for the close. ^ These strata were such 
that each should be lighter in colour, yet fuller in 
body than the last; and therefore the final and most 
substantial one was the high light which occupied the 
least space in the picture. Care was taken in laying 
the second not to lose all trace of the first, but to let 
its value appear through the superposed colour. This, 
in a few words, was the technic of the Yan Eycks. It 
created flesh-tints merging from thin to full body in 
proportion as the parts fell out of shadow, receiving light 
from without, and transparency from within- The conse- 
quence was a somewhat unbroken surface, wuth insuffi- 
cient half-tone; but this disadvantage was coiwected ex. 
gr. in the Madonna of the Vatican, by strengthening the 
darkest spots with a final scumble which remained higher 
on the panel than the rest; and the result was a clear 
and lucid enamel betraying less of the secrets of mani- 
pulation than the painting of the earlier innovators. To 
complete a picture by these means was a matter of cal- 
culation and certainty of hand, an undertaking in which 
a false step involved absolute failure. But the method 
was perfectly familiar to Perugino, and was invariably 
used during his transition from this peziod to the more 
advanced one in which he carried out the altarpiece of 
the National Gallery. In draperies, the processes varied. 
All cold mixtures were put in first with warm substrata, 
covered over like the flesh-tints, and glazed.- Vice 
versa, warm or glowing colours were rubbed on with 
cold undertones; and this method was followed with un- 
wavering consistency even in changing hues. Eeds and 


* Vasari alludes, no doubt, to 
this when he says (speaking of the 
crackling of the surface in Perugi- 
no’s pictures at the Gesuati); ‘‘ciu 
avviene pereh^ quando si lavora il 
primo colore che si pone sopra la 
mestica (pereiocche tre mani di 
colori si danno, Tun’ sopra Faltro) 
non e ben secco, onde poi col tem- 


po, nello secarsi tirano per la gros- 
sezza loro, e vengono ad aver foi> 
za di fare que’ crepati”. Vasari, 
VI. 37. 

® The use of verdigris or bitu- 
men in glazes for drapery has 
caused many of those parts in Pe- 
rugino’s pictures to blacken. 



Chap. VII. PIETRO PERFOLVO. 2n?» 

lake reds alone were sometimes laid on above cool prepara- 
tions in half-body with high surface light? and shadows, 
and glazed; sometimes the glaze preceded the lights and 
shadows, sometimes the lights were furnished by the un- 
dertone. In general all colours except lake-reds were 
opaque and of solid irapasto, receiving light from with- 
out, with shadows superposed, and occasional hatching in 
the projections. The brightest shades were invariably 
chosen for the foreground, changing hues for the middle 
distance.^ 

During the whole of these years, until the Perugians 
determined to decorate the college of the Cambio, Yan- 
nucci resided almost entirely at Florence, visiting Perugia 
occasionally for the purpose of painting a picture, or re- 
ceiving orders for new ones. At one of these visits, the 
Vatican Madonna,, which he had promised in 1483, was 
allotted to him a second time on the of March 14tH3 
(n. s.);- Santi di Appollonio's likenesses of the members 
of the Council of 1483, which had been upwards of 
twelve years in some secluded garret, were cancelled 
by the Council of 1496;'"^ and Periigino substituted for 
them a Pietk. He was to deliver the whole in six 
months from the date of the contract, and no doubt 
did so. But he was not satisfied with so little; and two 
days later he signed with the prior of the Benedictines 
of S. Pietro for an Ascension to be completed in two 
years ; nor is it unlikely that he agreed at the very 
same time for the Madonna of S. Pietro Martire. On 
his ’return to Florence, after finishing the altarpiece 
of the Magistrate/ he invested some of his money in a 
purchase of land in the parish of S. Piero Maggiore where 


1 See Vas. opinion, already quot- 
ed, p. 172. 

® Mariotti publishes the con- 
tract iL ett. Pitt. ub. sup. note 
to p. 157). 

3 Ib. ib. 


! 4 In November (24^^) 1496 he 

I contracts at Perugia with the Be- 
I nedictines of S. Pietro for the 
I frame (and certain figures of proTs, 
phets in it) of the Ascension. The 
contract in Mezzanotte, ub. 
sup. 297. 8. 
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he usually lived, and thus appears to have contemplated 
a permanent stay.^ Permanent indeed it still remained 
for some time, for in the midst of other labours he found 
leisure to attend various consultations on matters of art. 
In January 1497, he accompanied Benozzo Gozzoli, Co- 
simo Rosselli, and Filippino Lippi to value the frescos of 
Alcsso Baldovinetti in the church of S. Trinita at Flor- 
ence ; and in the language and orthography of his 
opinion shows himself undoubtedly the most illiterate 
of the four.- In June 1498, he was present at^a most 
important discussion. 

Upon the death of Lorenzo de' Medici it was observed 
by the superstition of the people that various signs and 
omens of a highly doleful nature gave notice of coming 
misfortimes. The most striking amongst these was the 
destruction of the lantern of S. Maria del Fiore by light- 
ning which prefigured, as Macchiavelli believed, the ruin 
of the republic.^ The fall of the lantern was not in itself 
an irreparable injury, and though months went by before 
the marks of the accident were obliterated, it was finally 
replaced in its original state. Simon Poilaiiioli, the super- 
intendent of the cathedral, was induced either by the con- 
suls of the woolstaplers, or by his owm fear of responsi- 
bility to submit the repairs to a meeting of architects, 
sculptors, and painters; and at this meeting, Filippino 
Lippi, Lorenzo di Credi, and Perugino all tendered 
theii* advice.^ There was, in fact, hardly* a public or 
private deliberation to which Perugino was not called, 
and thus reap the, fruit of a life of privation, during 
which a bed was long an unknown luxury, and night 
was turned into day for the sake of learning.^ Yet, 


* Annot.Vas. VI.50. He is call- 
ed in the record: “habitator in 
populo S. Petri Majoris'^ 

2 The record in full is in “Alcu- 
ni docuraenti”, ub. sup. Nozze 
Farinola Vai, p. 18. 

^ Macchiavelli, IstoriePio- 


rentine, Niccolini’s edition. 
8». FI or. 1848. p. 413. 

The minutes of this meeting* 
are in Guasti. La cupola ub. sup. 
pp. 119^21, and Yannucci is des- 
cribed in it as “Florentise do- 
zens”. 

^ Vas. VL 29. 
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as sometimes happens to men who have struggled; the 
sweets of the harvest were so pleasant to Perngino that 
he began to look upon their accumulation as of more in- 
terest than the preservation of his fame; and from this 
time dates the beginning of an activity in which his 
pupils and journeymen had a share as great as his own; 
and in which their mediocrity covered with his name 
was necessarily calculated to injure him in public esti- 
mation, This phase in the master's career is already 
marked in the Ascension of S. Pietro of Perugia, which 
was taken to Paris by the French, and w^as not returned 
in its primitive condition. The central Ascension is 
in the Museum of LyonS; the lunette in S, Germain 
1‘ AuseiTois at Paris, the predella in the Museum of Eouen, 
three of the pilaster saints in the Vatican at Rome, and 
the ‘other five in the sacristv of S. Pietro at Peruffia.^ 

«/ o 

The Ascension is on a conventional model, fitted to please 
men not yet initiated to the more perfect and natural cre- 
ations of Perugino^s successors,- The Redeemer is draped 
to the hip and points upwards with both hands, suggest- 
ing that the two angels who support his glory of cherubs’ 
heads, are taking him to the region of bliss where two 
seraphs attend the Eternal in a circular glory of the same 
kind issuing from a cloud in benediction.^ The joys of 


* The contract is in full in the ! 
appendix to Mezzanotte’s life of { 
Perngino ub. sup. pp. 295. 7. But j 
a description of the picture as it 
stood in S. Pietro, and of the pre- 
della and pilaster saints as they 
were preserved in the sacristy of 
the church at the close of the last 
century, is given in Constantini’s 
guida di Peru^a. Ed. 2*. 1818. p. 
41, and in Orsini, Vita di Perugino 
ub. sup. p. 160. 

2 No. 156. Museum of Lyons. 
Claimed in 1815, but given to the 
town of Lyons by Pius the 
Transferred to canvass, but show- 
ing the marks of two splits runn- 
ing vertically down the picture. 
Restored with punctuated Stip- 
pling of a red tone. The flesh 


lights pallid and chalky from ab- 
rasion, ex. gr. in the Yitgin^s face 
and the torso of the Christ. The 
blue sky is scaled, restored, and 
{out of harmony. The distance is 
so carelessly repainted that the 
heads of some foreground flgures 
are covered at the outlines. The 
glazes over Ihe angel’s forms arc 
removed. Figures all hut life size. 

® The upper part of theEtemars 
frame is seen. This portion of the 
picture is not now in its old place 
in S. Germain TAuxerrois. When 
there it had suffered from cleaning 
and subsequent dust. A horizontal 
split cut the Eternal in half, and 
the prism of the glory had become 
blue by the abrasion of the other 
colours. 



THE FIFTEENTH CENTURY. 


Chap. TIL 




the heavenly host are represented by four winged players 
in couples at the side of the Saviour. The Virgin^ in the 
foreground of the landscape above which He ascends, 
turns her head upwards; whilst S. Peter, and S. Paul, 
and the company of the apostles in diverse attitudes 
follow her example. In the predella, the Adoration of 
the llagi is rich in distant incidents. The Baptism 
ib formal, the frame of the Saviour, being finely ren- 
dered. The Resurrection comprises the usual number 
♦jf soldiers asleep about the tomb, on the edge of 'which 
Christ is standing with the banner. But the foreshorten- 
ings are drawn with little success, and would prove Pe- 
rugino to have been inferior in the reproduction of diffi- 
cult positions, to Signorelli.^ The half lengths of the pi- 
lasters at Perugia and at Rome are fair enough for the 
place they were destined to fill.*-^ 

The whole composition and isolated bits of it were fre- 
quently repeated by Perugino. A replica of the Ascen- 
sion without the lunette or predella was taken for the 
cathedral of Borgo S. Sepolcro where it still exists in a 
bad condition, having been apparently confided exclu- 
sively to assistants- The glory of the Eternal 'was used 
anew in the arched sky of the Assumption at the Academy 
of Arts at Florence ; the players and the two angels sup- 
porting the Redeemers gloiy, deprived of scrolls, were 
transferred to the same picture. The Eternal was given 


* Rouen Museum. No. 288. 
Adoration. No. 289. Baptism. No. 
29U. iiesurrectiou, under the name 
of Raphael. In the lirst of these, 
the Virgin sits to the right with 
the child on her knee, the kings in 
front to the left, the foremost one 
with one knee on the ground , and i 
his arms across on his breast. Be- i 
tween the kueelingking and Virgin, i 
backwards, S.Joseph. Suite of kings i 
with horses in distance to the left, 
and the announcement to the shep- 1 
herds on a hill to the right. In the 
second, Christ with the Baptist in I 
centre, between four angels ini 


adoration. Two figures in converse 
at each side of the foreground. 
In the third as in the second, a 
strip of the foreground has been 
renewed (10 figures). 

® At S. Pietro, Perugia. SS. Seo- 
lastiea, Ercolano, Pietro abate, 
Costanzo, and Mauro. At Rome, 
Vatican gallery (^No.i4), SS. Bene- 
dict, Placido, and Flavia. These 
eight panels, fairly preserved, of 
a low brownish tone, with high sur- 
face shadows. 

^ It was painted at Florence and 
sent from thence (Vas. VI, p. 40). 
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without alteration in the fresco of the t^ybils and prophets 
at the Cambio of Perugia. The glory of angek and some- 
saints were introduced into the altarpiece of the SS. An- 
nunziata de' Servi at Florence^ and variations of these 
again into an Assumption in the parish church of Curci- 
ano near Perugia, and into the Caraffa panel in the Duomo 
at Naples.^ The handling of the original at S. Pietr(* 
was once bold and free, but in its conception and exe- 
cution has neither the unity nor the charm of the co- 
temporary Christ on the Mount, and Madonna with &aint> 
at the Vatican. It stands in this respect on an eijuality 
with the Virgin of 1497 in S. Maria Xuova of Fano, 
where six saints at the sides of the throned Madonna 
and child combine the gentleness of Umbrian types with 
the fine choice of Florentine proportions. A charming 
predella with scenes from the life of ilary contains 
compositions in the best style: but a lunette represent- 
ing the dead Saviour supported on his tomb, is incor- 
rect and coarse in the nude.- This altarpiece again is 
superior to the Annunciation of (?) 1498 in the same 
church,^ though on a par with a much damaged Virgin, 


^ Noticed by Vas. VI. 40. j 

* Tbe Virgin enthroned supports ; 
the infant erect on her knee, left, 
S. John, a bishop, and S. Francis, 
right. SS. Peter, Paul, and Mary ; 
Magdalen. On the step of the | 
throne the words : ^‘Dnrantis Pha- ' 
nen. ad intemerate Virginis laude | 
tercentum aureis alq. © hujiis ' 
templi Bono centu superaditis | 
hanc solerti cura fieri demandavit. 
Mateo de Martinotiis lidei commis- 
sario proenrauti MCCCC97. . . . 

. . . Petrus Perusinus pinxit. Wood, 
oil., with two vertical splits. The 
surface darkened, the blues and 
sha.dows generally of high surface. 
In the lunette, Christ is supported j 
by Joseph of Arimathea, and Nico- 
demus- The Virgin is to the left, IS. 
John Evangelist to the right. The 
lunette has a larger base than the 
central panel which, however, is 
now without its pilasters. In the 


predella, the Birth of the Virgin is 
a composition of eight figures, and 
Florentine in character. Tlic Pre- 
sentation in the temple is very 
piettily arranged, recalling the 
same subject by the youtliful Ra- 
phael (eleven figures-. The Mar- 
riage of the Virgin (ten figures). 
The Annunciation is under a long 
arcade in vanishing perspective. 
The Assumption comprises the 
gift of the girdle to Thomas, 

Three pieces, copies, (feeble) of 
the Nativity, Marriage, and As- 
sumption are in the Oggioni galle- 
ry at the Brera in Milan. 

® In the upper part, the Eternal 
in a circular glory filled with che- 
rubs’ heads. There is freshness in 
the figure of the angel, and a fee- 
ble, rosy tone pervades the panel. 
Note a long split vertically in the 
centre, a modern silver crown on 
the Virgin’s head, in some parts 
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child, and saints in S. il. delle Grazie out-side Sini- 
gaglia.^ 

It was not extraordinary, considering the quantity of 
works which Perugino thus delivered in a couple of years 
that some of them should be inferior to others; nor is it 
a wonder that some parts of a picture should be better 
than the rest. But it is possible that time elapsed before 
Perugino seriously injured himself by trusting too much to 
his helpmates, or by his habits of repetition. His reputa- 
tion 'was still intact, when in 1498 the Orvietans, not as 
yet tired of waiting for his arrival, applied to him again 
to come to the Cappella S. Brizio, and when the guild 
of the Cambio, in 1499, asked him to decorate their au- 
dience-hall. Two such requests, received simultaneously, 
were well calculated to flatter his self-love. They could 
hardly leave him in doubt as to which of them would be 
most gratifying to his pride. In both cases he should be 
obliged to leave his permanent abode at Florence. But 
if he went to Orvieto, he would still be distant from his 
native place, whilst a stay at Perugia would enable him 
to revisit it and to enjoy amongst bis townsmen the res- 
pect due to his name and success. He chose Perugia; 
and after 'v^riting to the Orvietans to say that he was 
otherwise engaged, he accepted the offer of the guild 
of the Cambio. In April 1499, Signorelli was appointed 
to the chapel of S. Brizio, and Perugino had probably 
begun his equally important commission.^ 


abraded colour. On the desk be- 
fore the Virgin the following mu- 
tilated inscription; ‘‘S. A. T. . , . 
cale . . . ttique Patrui olim pon . . . 
cnerii hac tabnla er . . gi in . . . ohc 

tura a VII MCCC 

III.'” ? (1498.) Petrus de C . , . tro 
pi. . 

^ Virgin and child enthroned 
between SS. John Baptist, Louis, 
and Francis, left, and Peter, Paiil, 
and James the Elder, right, in front 
of an arcade through which a land- 
scape is seen (figures life size). On* 


the throne a vase is depicted, and 
beneath it a scutcheon. The pic- 
, tnre is very much injured, and 
I scaling in consequence of a strong 
varnish, S. Louis much injured, 
also right arm, and part of left 
leg of Baptist, and part of the in-, 
fant’s head. Restored by one Ro- 
mano in 1857, wood. 

^ See tbe deliberations of the 
Orvietans appointing Signorelli, in 
which it is stated that Peiiigino 
had written to declare his inten- 
tion of not coming. (Antea, and 
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The audience-hall of the guild of changers, or bankers, 
at Perugia Avas built and inaugurated in 1453 ^vithout 
any pictorial adomiiientsd It \Tas a cube with the sides 
halved and arched elliptically so as to give the ceiling a 
rich groining; a noble area for an artist to cover with 
appropriate designs. Of these^ it would appear that Peni- 
gino was not allowed to dictate the subjects; which were 
submitted to him on the part of the ‘‘•'auditors'’^ by Fran- 
cesco jMaturanzio; professor of rhetoric at Peragia and 
secretary to the office of the decemvirs.- Under his 
auspices it was determined that the vaulting should receive 
the seven planets and the signs of the Zodiac. The wall 
fronting the entrance was to contain the Xativity and the 
Transfiguration, that to the spectators left. Justice, Pru- 
dence, Temperance and Fortitude, and illustrative poidraits 
of classic heroes; that to the right, the Eternal, the prophets 
and sybils; and a square near the entrance, Cato as the 
emblem of wisdom. A vacant half space w^as committed 
to a cunning wood-carver, Antonio di ilercatello of Massa, 
whose labours were completed immediately after those of 
Perugino. The full pilasters at the angles were ordered 
to be filled with arabesque ornament, and the divisions 
with imitated pilasters in the same style. 

In dealing with such incidents as these the skill of 
the composer is of less moment than that of the orna- 
mental draughtsman- Apart from the Nativity and Trans- 
figuration there was no incident to depict, and in the set- 
ting of the former Perugino had now nothing new to ex- 


della Valle, storia del duomo d'Or- 
vieto ixb. sup. pp. 316. 19. 

^ Marches! (Ab®. Raffaello) 
II Cambio di Perugia. 8'*. Pe- 
rugia. 1853. p. Ill, aud Ma- 
riotti, Lett. iib. sup. pp. 157. 8. 

2 This may be inferred from the 
fact that the inscriptions on the 
tablets in the frescos of the walls 
are contained in a MS. of poetical 


works bvMaturanzio, now preserv- 
ed in the municipal library of Pe- 
rugia. Matiiranzio seems to have 
derived some of the subjects from 
a MS. Cicero, also in the Perugia 
library, in which there are minia- 
tures of Prudence, Justice, Forti- 
tude, and Temperance with the 
heroes of antiquity celebrated for 
the exercise of those virtues. 
l^Marchesi ub. sup. pp. 357. 8.) 
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press. He did not attempt to introduce any fundamental 
changes into the Xativity, ■which in his eyes had already 
been perfected in the altarpiece of the Albani Villa, and 
he merely substituted two shepherds for the angels be- 
tween the Virgin and S. Joseph, adding three seraphim 
in song in the heaven. He went confessedly ^ on the prin- 
ciple that a composition which had once been received 
with applause might be admired again in a repetition, and 
thus throughout his lifetime the Xatirity received little 
alteration at his hands, Vlienever he was required to 
paint that episode, he took out the old cartoon and 
applied it afresh, instructing his pupils, no doubt, to 
think meanwhile of the original at the Cambio or else- 
■where; and so the churches of S. Francesco of Monte- 
falco and S. Francesco al Monte of Perugia -were adorned 
without much trouble to himself. 

The Transfiguration might have afforded him an occasion 
for displaying qualities exceptionally eminent in the Pieta 
of S. Chiara, if success had not already blunted his ener- 
gies in the conception of new forms of distribution. His 
Christ, erect on the clouds, with a breeze plajung grace- 
fully in the draperies, listens full of serene dignity to the 
words, whilst Moses and Elias stoop in humble prayer 
at the sides of his glory; but the disproportion between 
these and the wondering apostles belo’w is not so pardon- 
able in an artist of Perugino^s time as it would be in 
one of the fourteenth centiuy, and the crouching of the 
recumbent Peter is too affected even for Vannucci. Yet, 
this transfiguration also was preserved for future use and 
transposed with slight diversity into .a picture at S. 
Maria Xuova of Perugia. Still*, we should not forget 
that the Nativity and Transfiguration, like their com- 
panions at the Cambio, are admirable for the brilliancy 
of their colour, the feeling and freshness transfused into 
the figures, and the excellence of the handling. In the 


* Yasari VI. 4:7, 
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Triumph of Religion; as well as in the Car*lin.‘il Virtue?, 
the simplest known aiTangeinent is that adopted by I^erii- 
gino. The Eternal is attended by two angels, and gives 
his blessing. He presides, as it were, over the groups 
beneath him. The prophets headed by Solomon , tlie sybils 
by the Erythrean, occupy the foreground. Isaiah, Ihjses, 
Daniel, David, and Jeremiah, the Persian, Ciiman, Lybian, 
Tiburtine, and Delphic prophetesses, are in converse, and 
each hold a scroll with a motto. They are all graceful 
apparitions in the well considered and affectedly edegant 
motions that Perugino sought in every instance to real- 
ize, but fine in proportion, and individually grand. 

The Virtues are likewise seated on clouds, and bear 
their appropriate emblems, whilst their embodiment i* 
illustrated in a long line of heroes; in Fabius Maxi- 
mus, Socrates, and iJiima, the prudent; in Furins Ca- 
millus, Pittacus, and Trajan, ecldjrated for their jus- 
tice; in Lucius Sicinius, Leonidas, and Codes, men of 
undaunted fortitude; in Scipio, Pei'icles, and Cincinnatu^, 
the glorious representatives of temperance. The same calm 
resignation and gentle action marks them all irrespective 
of difference of race, of time, and of character. In Sici- 
nius alone, Perugino repeats the movement given to S. 
George or S. Michael in many of his sacred pieces; and 
imitates with more than usual power the typical pose of 
Donatello'S statue. He bears in mind the examples left by 
Ghirlandaio in the Palazzo Pubblico at Florence, and though 
he cannot rival the high mien, the noble stature, or the 
dignified expression of that master’s classic champions the 
memory of them gives strength to his less masculine concep- 
tions of them. In the Virtues he remembers other Flor- 
entines, and his Fortitude is derived from that of Botti- 
celli. In the execution, he is prodigal of all the qualities 
that he pi^sesses. His style expands to its breadth. The 
forms are remarkably firm, perfect, and well chosen. The 
proportions are most coxTect, and the attitudes are as na- 
tural as their forced grace will allow. The cast of his 

14 =^ 
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draperies is charming. His merits are in fact con- 
spicnuiis.^ 

Of the ceiling he gives the dra^ving which he confides 
to his pupils. A central lozenge ^ occupying one quarter 
of its siirtace, circumscribes a square in which Apollo 
on his biga is driven by four horses of various colour. 
The speed is great, and the ribbands curl in the wind 
as the wheels revolve: and the god himself with flowing 
hair appears to bound as he throws his weight on 
one foot and poises the other behind him. He is very 
thin and young in type; and his head seems studied from 
the classic models of the ancient time. The production 
of the sides of the principal lozenge forms six triangular 
spaces. Each of them contains a round in one of which 
Jupiter, on a car drawn by eagles, receives a cup 
of nectar from a youth- The helmeted Mars in armour 
sits on a similar seat commanding two rampant steeds. 
Saturn with his scythe is driven leisurely by two snakes 
Venus is wafted through the sky on a throne by two doves 
and expects the dart of Amor who shoots from the clouds. 
Luna, nude to the waist, sits in a chariot with two nymphs 
in harness. Mercury, at ease on one leg, holds the ser- 
pentine wand, and cleaves the air with the cocks bound 


^ Nativity. The distance and ar- 
chitecture are much injured by re- 
storing. To the left, the angel ap- 
pears to the shepherds. 

Transliguration. The best of the 
lower dguxes is that of S. John 
protecting his eyes with his left 
hand, and raising himself on the 
right arm. The sky is repainted, 
and the words; ‘‘Bonum est nos hie 
esse’’ are partially covered over. 

Sybils and prophets. The former 
it is needless to repeat, are not by 
Ingegno, nor are they by Raphael; 
and it is impossible to admit that 
the Daniel is a portrait of Sanzio. 
The execution of this fresco is 
masterly. One can still trace the 
pouncing. The sky is new. 

Prudence and Justice, The face 


of the lirst named virtue is dis- 
coloured, the forehead of the Jus- 
tice is abraded, and the fresco, 
generally, is the most dim in the 
hall. At the sides of the Virtues 
in this as in the next piece, mottos 
are inscribed on two tablets sup- 
ported between two naked chil- 
dren, The heads of Pabius, Socra- 
tes, and Niima are much injured. 

Fortitude and Temperance, The 
sky is dimmed in parts by restor- 
ings and dirty in parts from varnish. 
The heads of Codes, Pericles, and 
Cincinnatus are ill preserved. Cato 
is paltry, altered and darkened by 
time. The base of the frescos is 
about six feet from the ground, 
and the sybils, prophets, and heroes 
are life size. 
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to his chair* The signs of the Zodiac are on the wheels 
of the chariots. The lozenges and triangles are fringed 
with supporting ornament, of monsters, beasts, birds, 
vases, and twining flowers. The rounds are framed most 
tastily and are harmonically varied with all the hues of 
the prism. 

The sketches for the dijBterent parts of the vaulting, we 
have said, are by Penigino, and the manual labour by 
his pupils. This is not a mere abstract supposition, but 
a probability supported on very forcible grounds. The 
Cambio ceiling is one of the most perfect examples of a 
system of decoration for which the Umbrian school was 
celebrated; it realizes an exquisitely fanciful and admir- 
ably distributed pattern. Yet, the interpreter of the mas- 
ter’s idea is a subordinate, careful and minute to a fault, 
but without the swing or power of a finished artist. The 
leanness noticed in the Apollo extends to the rest of the 
planets, the nudes of which betray the immature but con- 
scientious effort of a youth of the greatest promise. The 
Jupiter, it is time, is rendered with some nature. The 
Luna, though disproportioned and affected, is accom- 
panied by two well made nymphs in good momentary 
action; but in Mars and Saturn slenderness is united 
to stiffness. In Venus, a strained motion usual in dancing 
girls mars the grace of her thin shape; and the same 
fault may be found with the Mercury, although his stej» 
sets off to advantage a fairly studied figure and a 
pleasing classic type of head. The garments adhere so 
tightly that they make the leanness of the wearers more 
apparent. Their folds are closely' fitting, angularly drawn in 
a straight direction and at sharp angles. A general dryness 
characterizes the whole; yet there is a perfume of poetry 
“and sentiment in it which sets one seeking who amongst 
the rising talents in Perugino's shop could have been 
intrusted with it. Many of the younger assistants, for 
instance Spagna, might, it may be granted, have di'awn 
in this manner, for the steps of beginners have an habi- 
tual uniformity ; but few would have combined such 
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clean carefulness of line 'v\itli so much feelings* and the 
vii\y ill which Peniginu's thought and conception are rea- 
lized is worthy of the youth of Raphael.^ 

Xor is it difficult to perceive a variety in the technical 
execution of the ceiling as compared with that of the 
walls at the Cambio. In the latter; Perugino’s great prac- 
tise is evident in the skill with which the colour is 
handled; in the power of the transitions from light to 
shadow; and in the vigour and haimony of the toneS; 
w'hereas the surface of the fomer is rough and blistered 
in consequence of the distemper -hatching of red and 
darker shades on grey-green underground. 

Perugino has left his owm portrait to posterity on the 
middle pilaster of the hall. It stands; a bust; in an imi- 
tated border hanging by a string of beads from a nail. 
It is the face and form of the picture at the Uffizi wdth 
some few w'rinkles more that have crept over the fore- 
head beneath whicli the small eyes twinkle maliciously 
under the pothook-brow’S; but rubicund and healthy in 
aspect, with a stiff copious brush of hair straggling out of 
a blood-red caj). Above it; the ciphers of the date 1453 
confinn the record wdiieh tells that the building was 
ready in that year; whilst his name below the portrait- 
frainO; and those of ^‘Anno saint. on the opposite 

pilaster indicate the author of the decorations and the 
period of their completion.^ We can only account for the 
final receipt of Vannucci for payment as late as 1507 by 
supposing that he drew upon the auditors of the Cambio 
as suited his occasions, and that his final acknowledg- 
ment is for those sums and for a slight remainder still due 


* The area of the ceiling is about 
580 square feet. It was restored 
thirty years ago by Carattoli. 

ApoUo, head spotted and scal- 
ed. Jupiter, flesh-parts, eagles, 
and dress of the youth ^presenting 
the nectar, blackened or renewed. 
The rest has been partially re- 
touched in most places to All up 
splits chiefly. The colour has thus 
lost much freshness. 


2 We shall return to this point 
in the life of Raphael. 

® His name is inscribed as fol- 
lows: “Petrus Perusinus egregius 
pictor. Perdita si fuerat, pingendo 
hie retulit artem: 8i numquam in- 
venta esset hactenus, ipse dedit”. 
The whole, no doubt, dictated as 
the subjects of the hall had beer^ 
before. 



Chap. VII. 


PIETRO PEKUGINO. 


215 


to him; at that time. The formal discharge signed by 
Pemgino is not the only document which has been la-c- 
served.^ The record of it is also due to the ^ Juror of 
the Cambio”; Alberto de’ Mansueti; w'ho prides himself 
on being able to note in the matricular register of his 
guild that he settled Pietro's account.* 

We may accept the belief that the Audience Hall of 
the Cambio was finished in 15C>0 with the more readiness; 
as tangible proofs exist that Pertigino had leisure to com- 
plete other important w’orks in the same year. The As- 
sumption which he then delivered to the monks of Val- 
lombrosa, is one of those pieces in which Pietro is 
open to the charge of repetition; because the seraphs at- 
tending the Eternal are the same as those in the picture 
of S. Pietro Martire; and those at the Virgin’s side and 
feet are taken from the cartoons of the Lyons Ascension. 
But the type of the Almighty rivals the later ones of 
Raphael; the Virgin who looks up to him is one of the 
finest in shape; in features; and in attitude that was ever 
produced by Perugino; and the foiw saints in the fore- 
ground are magnificent as isolated creations.^ The time 
had not yet come when Vanniicci sacrificed everything to 
mechanical speed. He was in the prime of life. His 
sense of the beautiful was unaltered; his power of real- 
izing it increased; and this at the fortunate period when 
Raphael was taking his most important lessons. It may 
be conceived with what reverence the scholar watched the 
completion of the noble frescos at the Cambio ; with what 
ardour he shared the labours in the hall. We can fancy 
the zest with which he strove when he saw that his mas- 
ter; after fifty; was still progressing; and could give to 


* Mariotti, Lett. ub. sup., note 
top. 158. 

® According to this evidence also 
the receipt was given by Perugino 
on the of January 1507. The 
record is in Marchesi’s II Cambio, 
ub. sup., note to p. 117. 

® Academyof Arts. Flor. Salle des 


grands Tableaux. No. 55 inscribed: 
“Petrus Perusinus pinxit. A. D. 
MCCCCC”. Wood, oil. Figures 
life size. Split; has often been 
cleaned and retouched, in parts 
flayed down to the preparation; in 
others blistered and threatening to 
scale. Vasari mentions this pic- 
ture (VI. 39). 
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the saints in an alrarpiece like that of Vallombrosa a 
greater readiness, a fuller and more pleasing form than 
before* Eaphael could not have joined Vannucci at a more 
favorable juncture; not only for profiting by the long 
experience of a tried artist: but for contrasting his perfor- 
mances with those of PinturicchiO; who had also settled 
at Perugia; or with those again of Fiorenzo di Lo- 
renzO; Bartolommeo Caporali, and Giannicola Manni. Xone 
of these had a thought of setting themselves up as Van- 
niicci’s rivals. They were willing on the contrary to aid 
him; and they all endeavoured to imitate his manner. A 
gallant band of youths^ besides, struck by the opportunity 
of the occasion, offered its services, and was taken into 
the shop. And thus, no doubt, Eaphael attracted the at- 
tention of Pinturicchio, and contracted friendship with 
Spagna, Domenico Alfani, and perhaps Genga. The pic- 
torial resources at Yannucers command were thus so 
copious that he might have accepted any number of orders 
without fear of being disabled from carrying them out. 

The works dating from the first years of the century 
bear such frequent marks of the employment of as- 
sistants that it is probable he did not resist the tempta- 
tion which a fortunate chance had placed in his way. 
Circumstances occurred also which miglit oblige him to 
trust more than usual to the industry and tact of his 
subordinates. In January and Februaiy 1501, he was 
elected to serve as one of the priors of Perugia.^ This 
duty involved residence in the town-hall, and daily 
attendance for the ti’ansaction of civic, to the exclusion 
of all other, business,^ Between December 1501 and 
February 1502, he superintended the division of pro- 
perty between himself and his nephews, Agnolo and Gia- 
como di Giovanni of Citta della Pieve, in consequence 
of the death of his uncle Giovanni.*^ But in spite of these 

^ Mariotti, Lett. iib. sup. cliesi, II Cambio, xib. sup. p.§8. 
164. Orsini. Vita,ub. sup. 237. Bella Fargna in Orsini. Vita nb. 

® The priors were obliged to this sup. p. 237. Two records of this 
because they received a salaiy from division exist, one dated 
the funds of the municipality (Mar- 1501, the other, Febr. 24**^, 1502. 
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occupations lie undertook the ^‘•'Mamage of the Virgin > 
for the chapel of the Brotherhood of S* Giuifei^pe in S. 
Lorenzo at Perugia.' He signed a contract on the h 
of September (1502) Tvitii the guardian of the convent of 
San Francesco al Monte, to paint the saints and angels 
about a carved statue of the Eedeemer, and a Coroiiatiun 
of the Virgin.' He agreed on the 10'^^ of October folkov- 
ing to give the Florentine Baccio d'Agnolo designs thr 
the stalls of the choir of S. Agostino, and pledged himself as 
Baccio's security and finally he took a commission from the 
fathers of S. Agostino for a Nativity and Baptism of OhristJ 
As time passed, and increased the interval which se- 
parated Pemgino from his last days in Florence, old as- 
sociations and the reminiscences of his youth overp*>wered 
the impressions of the capital; and it is striking to see. 
him revert in the Sposalizio to some of the characteristic 
features of his earlier style. This altar])iece, which did 
not find its way back to Italy after the peace of Tolen- 
tino, is now in the Museum of Caen in Normandy, and 
represents the life size Virgin and S. Josej»h united by 
the high priest in presence of two carefully parted groups 
of men and women in front of an oetogou temple.'* The 
composition is a modification of the Delivery of the keys 
at the Sixtine, and is open to the same gi’ave objections. 
It is ifcmarkable that an arrangement which places the 
foregi’ound personages on one line, those of the middle 
distance on a second, and the temple on a third, showing 
the complete elevation of all three with empty spaces be- 
tween them, should have been copied with such fidelity 
by Eaphael in his adaptation of 1504. But Raphael re- 
mained an Umbrian in feeling and habits till he visited 


‘ In February (22*“*) 1495, tbe 
Company of S. Giuseppe received 
grant of a subsidy from tbe Muni- 
cipality for an altarpiece (Mariotti 
Lett. ub. sup. p. 155), but recent i 
discoveries of records in the Peru- ! 
gian archives prove that the picture 
had not been commenced in Nov. 
1500 (Professor AdamRossi inMar- 


chesi’sll Cambio ub. sup.p.32yj. 

2 The contract is in Mariotti 
(Lett. ub. sup. p. 164i. The pay- 
ment (120 flor.) was to be made in 
instalments. 

3 Mariotti, Lett. ub. sup. 

p. 168. 

* Ib. ib. 165. 177. 182. 

^ Museum of Caen No. 1. 
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Florence, and Iiad a fair excuse for repeating a conven- 
tional subject, whereas Perugino might have remembered 
how grandly the same theme had been treated by Dome- 
nico Ghii’landaio in the choir of S. M. Novella at Flor- 
ence. 'With this exception, the Sposalizio of Caen is 
worthy of Vanuucci. Its bright and harmonious colour 
is light and transparent, and marks a phase in his pro- 
gress to perlection in the technical system of oil ; * but 
liis forms are less pliant than of old; and his tints have 
not the glow that charms in some of the pictures of the 
earlier Florentine period. The whole bears the impress of 
his own hand which the double altarpiece of the Slinorites 
of S. Francesco al ilonte does not. 

On one side, the Saviour crowns the 'Virgin in an 
almond-shaped glory, round which four angels sport with 
strings of pearls and flowers. The apostles look upwards 
from the foreground. At a glance we know the draughts- 
man again whose acquaintance we made in the ceiling 
of the Cambio. Here is the Virgin, with a head mo- 
delled on that of the Apollo or Luna, with a frame so 
slender and action so decided that nature seems but fanci- 
fully imitated, yet so soft and saturated with feeling in 
the midst of this exuberance, that one is still attracted. 
Here are angels full of playful frolic, and apostles with 
youthful face and small prim features, but wi^ long 
frames and developed articulations. The drawing is not 
absolutely perfect, but the sentiment that might be expected 
from the eagerness of a youth is everywhere apparent', 
and the general aspect is that of Raphael's Sposalizio at 
Milan. A flat rosy fleshtone, laid out in the method of 
tempera*, tight drapery with inconreet folds, tell likewise 
of incomplete education. Had Perugino furnished his own 


^ Tlie under preparation is visi- 
ble in almost every part of the 
picture, and the drawing is seen 
through the grey-green of the sha- 
dows. The warm reddish half 
tones' are equally limpid, and the 
whole is worked in without much 
stippling or hatching. The ground 


is higher in substance than the 
figures, and the draperies higher 
than the flesh. The result is less 
charming than in such examples 
as the Christ on the Mount or the 
Madonna of S. Pietro Martire at 
Perugia. 
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cartoon for this Coronation, the pupil would scarcely have 
ventured to Avander so far from its lines; hut the small 
one in Dr. Wellesley's line collection at Oxford, from 
which the tigiires were enlarged, is not by Penigino: and 
must have been a clean copy from one of his rough 
sketches.^ The opposite side of the altarpiece is e<jually 
characteristic. Above the Saviour in relief, the sun and 
moon are depicted. An angel in prulile holds a vase be- 
neath the wounds of the palms. The Virgin to the left, 
the Magdalen near her looking up, S. Francis to the 
right gazing at the Redeemer with his arms across on his 
breast, S. John Evangelist erect in very siniums action; 
a calm simple landscape, and the tempera handling, all 
create an effect akin to that produced by Raphaers 
Crucifixion at Dudley House. The saints, it is true, are 
not identical nor in the same relative positions at the Mi- 
norites as at Dudley House. Nor is the execution in the 
first instance of the same quality as in the second; yet 
the hand of Rapliaer*^ is suggested in the former, as it 
is in the Coronation; and he cannot be excluded from 
a claim to a share in the production of these pieces. 

This, however, is but one of many occasions where 
Raphael Avas employed on works for the completion 
of AsEich Penigino was answerable. In S. Francesco 
of Perugia a Resurrection of the Saviour hung for a long 
time above the door of a chapel near the choir. It had 
been invariably attributed to Penigino, AA’hilst tradition 
assigned a share in it to Raphael.^ At the Vatican Gal- 


^ Tliis cartoon is discoloured and 
abraded in some parts, and is not 
entire; but it has not been re- 
touched. It is fifteen and a half 
inches by eleven and a half, on 
card-hoard; the drawing by the 
same hand as that which carried 
out the panel of H. Francesco al 
monte. Perugino therefore, doubt- 
less gave the sketch which the pu- 
pil transferred to the cartoon, and 


the cartoon itself was enlarged on 
the altarpiece by the same person, 

2 If not the hand ofKaphael, 
that at least of tfpagna. 

3 OrsinL Vita ub.sup. p-64. Coii- 
stantini Giiida uh. sup. p. 3<J6. 
Vasari also mentions the picture 
amongst Perugino’s works i,VI.42). 
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lervj where the picture now is,^ it is said to be the joint 
labour of both; and the sleeping guard on the right is 
described as Eaphaol's portrait, that of the flying soldier 
as the likeness of Perugiho. Xo tenable grounds appear to 
exist for the truth of these last suppositions; Perugino 
probably entrusted the composition to his pupil; and the 
Resurrection seems entirely done on his master’s lines by 
Raphael. Affectation and stiffness in the lean shapes of 
the long-waisted Saviour are combined with poorly ren- 
dered drapery. The limbs of the two sleepers on the 
foreground are feeble and imperfectly foreshorfened, yet 
isolated j^ortions in all the figures are cori'ect. In this 
characteristic combination of imperfect knowledge of ge- 
neral proportion and perspective, with simple yet mi- 
nute working out of parts and natural sentiment, the art 
and experience of Penigino are not revealed. One sees 
on the contrary the striving of a nascent and undeveloped 
talent, and is led the more surely to connect it with the 
name of Sanzio, because of the youth in the faces and 
fonns, their freshness and slightness, the minute conscien- 
tiousness of the details, and a richness of transparence in 
the flat and bright tones that remind one of other and 
less undoubted creations of the same pencil. There is a 
pinguidity in the hands of the young soldier w'hich re- 
appears in later examples of Raphael; and the touch 
■which produces a fused impasto of great brilliancy is 
less Perugino’s than that of his disciple. A capital spe- 
cimen of the same class is a little double panel at Aln- 
wTck Castle, in which S. Mary of Egypt and S. Catherine 
are represented. It was once in S. Fortunate at Perugia, 
and afterwards in the Camuccini collection at Rome; and 
though of old never known except as a Perugino, it is 
now very appropriately called Raphael, because in ad- 
dition to its Peruginesque air, it embodies (particularly 


* Vatican gallery No. 26. There 
are three vertical splits in the 
panel, one down the centre, two 
others severally cutting ' through 


the two figures of the foreground. 
The left foot and right hand of 
the angel to the right are spoiled 
and retouched. 
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in tile S. Catherine) h!aiizio‘s beautiful siiii}»liL*ity urnl 
sympathetic grandeur, and unites nature and dignity 
with great delicacy of taste. His early softness and 
purity, the pleasant lucidity of his colourj are there, 
together with that inexplicable charm which he never 
fails to impart.^ 

The time was, however, rapidly approaching when Ra- 
phael w’as to close the period of his apprenticeship and 
trust to his own strength for subsistence. In Periigino's 
absence, Leonardo da Yinci had returned to Florence. A 
new impulse appears to have been felt in the world of 
art; and the name of Michaelangelo was on every tongue. 
A man wdiom Perugino had seen years before studying 
designs in the Medici garden or in the Brancacci, had 
come from Rome to receive almost at once orders for 
two statues of David; one of superaatural size in marble 
for S. Maria del Fiore; another of bronze for a French 
prince who had lately led an invading army in Italy. 
The marble was all but tinished, and the same artist had 
been requested to carve the twelve apostles. The guild 
of wmolstaplers had even built a house for BuonaiToti 
to live in; and few men had been in such honour since 
the days of Giotto. It was, no doubt, related by per- 
sons capable of judging of these matters that Michael 
Angelo was introducing a new and prodi^ous power into 
sculpture, reviving and surpassing the energetic realism 
of Donatello, and giving a terribly masculine stamp to the 
art of his country,* and Perugino could not resist the 
temptation of seeing masterpieces for which no praise 
seemed too great in the eyes of the craftsmen of bis time.^ 
He might wish also to revisit Leonardo whose activity 
and genius were still concentrated on the improvement of 


^ Constantini notices this pic-l 
ture in S. Fortunate at terugia I 
(Guida ub. sup. p. 134). S. Mary of 
Egypt is posed on the left leg, 
shows only a profile face, and 
prays with joined hands. S. Cathe- 
rine holds the wheel and a book. 


Both stand in the foreground of 
landscapes; assigned by many au- 
thors, including Passavant, to Ra- 
phael. 

* Vasari speaks positively of this 
curiosity on the part of Perugino. 
(VI. 46). 
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oilpainting- Perhaps also his stay at Perugia had been 
disturbed by Pinturicchio who enticed most of his work- 
men to Sienna. Be that as it may, Perngino broke up 
Iiis establishment at Penigia, braving the importunities of 
the fathers of S. Agostino, and only completing, in Octo- 
ber 1503; the arms of his old patron Giuliano della Eo- 
vere, now Julius the Second, on the public palace and 
live gates of the city.^ His apprentices and assistants 
had already dispersed themselves in various directions, 
Kaphael to Sienna, the rest to different parts of Umbria. 

Perngino had scarce reached Florence and taken a 
lodging in the Pinti suburb, when a meeting was called 
(1504) for the purpose of choosing a place for Michael 
Angelo's David.* The statue had been hitherto guarded 
with the utmost jealousy by BuonaiTOti; but every one 
knew that it was of gigantic dimensions. When it was 
uncovered; warm disputes arose, Giuliano da S. Gallo 
w’as for putting it in the Loggia de^ Signori, and Leo- 
nardo da Vinci agreed with him. Perngino, who was also 
present, doubtless voted with his friend, but Michaelangelo 
was of another opinion, and chose the left-hand side of 
the doorway of the Palazzo Yecchio. This contempt for 
the views of so many artists was perhaps the cause of 
a secret resentment. A hostile party was in fact brought 
into existence, and when the giant was at last taken out 
into the open air, it became the mark for missiles of di- 
vers kinds 5 and the watchmen who guarded it were as- 
saulted in the execution of their duty. Perngino did not 
openly express any dislike for Michael Angelovs style; 
but Vasari says, he felt how much the fame of Buonar- 
roti eclipsed his own, and vented his spleen on all the 
Florentines in general. In the shop of Baccio d’Agnolo, 
most of these were accustomed to assemble. The San 
Galli, Cronaca, Filippino, Granacci, and sometimes Buo- 


‘Mariotti, Lett, ub. sup. 
p. 170. 

* Tbe meeting took place on the 


25*** of January 1504. See the re- 
cord in Gaye, Carteggio. II. 455 
and foils. 
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narroti met there,* and perhaps in the heat of debate on 
one of these occasions Michael Angelo declared to Peru- 
gino that his art was absurd and antiquated^’. This 
was too much for the equanimity of Vannucci, and he 
committed the folly, we are told, of suing his younger 
rival for defamation. From this action, which naturally 
went against him, he deservedly reaj>ed ridienle,^ but he 
was not yet beyond learning a lesson from the sarcasm 
of enemies; and he resolved to show his antagonists that, 
although he was not partial to the school in wliicli ]Mi- 
chael Angelo shone, he could still emulate the more con- 
genial qualities of Leonardo. We attribute to this time 
the Madonna and saints of the Certosa at Pavia, now in 
the National Gallery. 

To most Englishmen the IMadonna of Pavia is well 
known. The Virgin, kneeling with upturned head, looks 
at the child before her. It seems as if she had just 
addressed a thanksgiving to heaven and then sent her 
tender motherly glance downwards to worship the in- 
fant, whose form is supported on a white cushion by 
an angel. Unusual beauty adorns the babe; excessive 
tenderness and solicitude are suggested by the attitude 
an* I expression of the angel. The composition of the 
whole group is full of merit, the type of the Virgin^s 
face nearer perfection than any that the master ever 
realized; and as we admire the easy movement of the 
frame and the neat arrangement of the hair in its net 
and veil, we fancy Perugino has idealized his wife, of 
whom Vasari says, ^^she was so handsome, he delighted 
in seeing her well attired, and often dressed her with his 
own hands At different times Perugino tried to repeat 
the subject, but the Madonna of the Pitti, which is one 
of these repetitions, is not equal to this one.'* 

The archangel, in jewelled helm and buraished steel, 
with mace and shield, stands at one side of the Madonna, 


1 Vasari IX. 224. 
* Ib. VI. 46. 


3 Vas. VI. 51. 

* Pitti. gallery. Xo. 219. 
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at rest like the Siciniiis of the Cambio^, or the S. Mi- 
chael of Vallomhrosa j but youthful in features , firm in 
tread, and noble in aspect. On the other side, the angel 
leads Tobit — a page in tights, feebly conceived, though 
rescued partially from fatuity by feeling. All the back- 
grounds are landscapes. 

Perugino’s skill in the application of oils reached its 
highest development in this picture, whilst in respect of 
conception, sentiment, and design he never went further. 
His excellence is such that some are inclined to doubt 
its being all Lis own. A drawing for the angel and To- 
bit in the Oxford collection is assigned to Raphael; ^ and 
tlie principal charm of the work is attributed to Sanzio. 
But this is mere assumption. The technical handling of 
all the panels is the same. It is that of a painter of 
long experience in the use of his materials, familiar with 
the difficulties and the tricks of his profession; of Peru- 
gino in fact, as contradistinguished from Raphael, whose 
undeveloped powers are visible in the Sposalizio of 1504 
at Milan. Nowhere, indeed, has Perugino more completely 
combined masterly execution, knowledge of form, and 
perfection of harmonies with the subtle quality which con- 
sists in giving to a scene . the tone best in unison with 
its motives and idea. Nothing can be more attractive 
than the golden fusion of his flesh-tints except the soft 
and dreamy depth of vapour that charges his distances. 
He improves as far as he can the method, of *which the 
earlier examples are the Madonna and saints at the Va- 
tican, the Christ at the Mount in the Florentine Academy, 
and the Virgin of S. Pietro Martire; the system which may 
be called peculiar to Central Italy, embodying some of 
the principles evolved by the Van Eycks and Antonello 
da Messina, and ripened to the mellowness of the Bellini 
and Giorgione. Neither Fra Bartoldmmeo nor Raphael 


* Since the text was written, we 
have seen the original drawing by 
Peragino for the angel and Tobit 
in the British Museum. It is a fine 


genuine production shadowed in 
bistre, with lights gently touched 
in white. 
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ever produced anytliing more remarkaLlo regards^ 
colour.' 

We mav affix about the same date to the Holv Faniilv 
in the iluseum at !Nancy, where riaphaclesque grace and 
innocence are united in a composition the niies of wiiich 
are clearly derived from Leonardo da JYinci.- The 
Virgin kneeling in full view, with her right arm on the 
shoulder of the boy Baptist who adoreS; with joined hands, 
the Saviour on a cushion, fonns, with those lovely little 
beings, a pyramidal group, somewhat marred by the two 
angels on their knees in prayer at her sides. Her affec- 
tionate face and air, and the waving lines of the move- 
ment, are all enticing. Leonardo alone could have con- 
ceived a choicer elegance, and would have avoided the 
cramped attitude of the left hand. The Christ is at once 
reminiscent of Fra Bartolommeo and of Raphael. A 
magnificent landscape with slightly leafed trees vanishes 
behind the two slender angels •, great mastery being 
shpvn in the alternation of lighter and darker tints in 
th^ hills. A clear touch in the grasses and ground on 
wh ell the infants repose, recalls Raphael’s Florentine po- 
rio* . Powerful tone detaching the group from the dis- 
tance, which recedes with fine aereal perspective, com- 
pletes the effect of a picture in which the influence of 
Florentine example on Pemgino is very apparent. He 
casts side glances at his cotemporaries, and does not 


* The only portion of the origi- 
nal altarpiece remaining at Pavia 
13 the Eternal seated, with his feet 
resting on clouds, and surrounded 
by cheruhim. It is quite as tine 
as the others. The Annunciation 
has been lost sight of. The three 
pieces at the National gallery 
which are numbered collectively 
No. 288, are arched at the top, 
but a section of each arched por- 
tion is new, and a piece has been 
added to the base of the central 
panel. The three angels above the 
Virgin were originally painted 
over the blue sky, and the blue now 
rises through the superposed half 

VOL. III. 


body of colour. On the panel con- 
taining the arcliangel Michael one 
reads: “Petrus Perusiims pinxit”. 
The whole is, considering all 
things, in a marvellous state of 
preservation. The three parts in 
the National gallery were bought 
of the Duke Melzi at Milan. 

2 AVe may take this occasion of 
noticing that the picture assigned 
to Duccio in this Museum, and no- 
ticed in a previous vol. (II. 41) 
bears a forged inscription as fol- 
lows: “Duccio me faciebat anno 
Hi. CTO.CCLXXXIH”. It is a frag- 
ment representing the Virgin and 
child hy Taddeo Dartoli. 

15 
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reaeli tlicir great perfection of distribution, but be comes 
veiy near it, and emulates in other respects with success, 
Leonardo, Fra Bartolommeo, and Raphael.* 

Little more than a year had elapsed since Perngino's 
return to Florence, when business again called him to 
Perugia. As he came there in February 1505, the syndic 
of the Disciplinati of Citta della Pieve inquired for %Yhat 
ju'ice he might be willing to paint an Adoration of the 
Magi. Penigino replied in a very ill-spelt letter that the 
cost would be 2W florins : but that he would reduce it to 
half that sum in consideration of the interest he felt for 
his native place. Upon this ensued a lively exchange of 
communications. The syndic thought that Pietro’s love of 
country might induce him to grant still lower terms. 
Pietro held out for his original proposal. On the P’ of 
March, however, he gave way from 100 to 75 florins.^ 
He executed the Adoration of the Magi in the chapel of 
the Disciplinati, on a square of twenty-one feet with about 
thirty life size figures, in an incredibly shoi't space of 
time; for beneath the feet of the Virgin one still reads 


‘ This picture (woo<I t No. 28, in I 
the Museum of Nancy, is apparent- 
ly one of those that was taken to 
France before the wars of the 
great revolution. It was in Louis the 
time in the collection of Mr. 
deBrissac, and Iiadbeen sequester- 
ed when lie emigrated (see He Ris, 
Los mnsees desprovinces. 8^ Paris, 
lJ^59.y ol. I. p. 316). It has been much 
injured and restored. Yet it is not 
wholly flayed; and parts give a 
fair idea of what the whole once 
was. The blue sky is new, the face 
of the Virgin spotted, and half 
the head of the angel to the right 
is new. But one traces the process 
of the master still. The white 
gesso may he seen through the co- 
lours of the distance. The flesh 
tints are high in surface, and the 
draperies still higher. Beneath the 
feet of the youthful Bc^ptist are 
the remnants of the signature: 

p 1'^ 


I * Two letters in this matter were 
discovered in a most curious man- 
ner.In ISSuGiuseppeBolleti ofCitth 
della Pieve was busy in removing 
a terracing of earth that made the 
walls of the Disciplinati damp, 
when he stumbled upon a number 
of paint pots and a tin tube about 
four inches long containing the 
letters in question. These had evi- 
dently been buried purposely, and 
had thus remained intact for more 
than three centuries. See Mezza- 
notte ub. sup. 114 and foil", and 
Marches!, II Cambio p. 482. 
483. The payments were to be 
made at the rate of 25 florins a 
year, but the Disciplinati were 
very hard put to it^ at last to clear 
themselves of debt, and only did 
so in 1507 by handing over posses- 
sion of a house. See the record in 
Orsini dated March 29^'^, 1507, Vita 
ub. snp. p. 218. 
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the date AD. MDIill. and it would thus appear that the 
fresco was ready before the 25'^* of March; when accord- 
ing to the old calculation the year 1504 expired. Though 
willing to labour at a cheap rate, he was nut the less 
alive to his own interests, and knowing probably that the 
public of Citta della Pieve w'as less critical than that of 
Florence, he trusted much to liis pupils. His composition 
is the formal one which Umbrians obviously prefen’ed; 
the Virgin and child with the kneeling king in the centre, 
S. Joseph and the youngest of the magi erect as sentries 
at her sides, and to the right and left a massive assem- 
blage; the whole backed by a symmetrical distance in 
which perspective depth is attained by multiplying little 
episodes on a middle line. It is a work which makes a 
fair impression at lirst sight, but betrays some coarse- 
ness on close inspection, well balanced but carried out 
with haste, and in so far unsatisfactory.^ 

With equal speed and, no doubt, for as small a price, 
he adorned the walls of the church of S. Sebastian at 
Panicale with a Mai'tyr.dom of its patron saint. On this 
occasion be probably confided the greater part of the 
execution to a companion, whose light yellowish flesh-tints 
only relieved by a pale" shadow, whose minute stippling 
and tender keys of harmonies seem characteristic of 
Spagna, The slender saint is on a pedestal in the 
midst of a rich architectural court all filled with poly- 
chrome ornament; and four lean and somewhat affected 
archers are distributed round him in varied action, the 
spectators being confined to the number of six in two 
bodies in half distance, which time have, however, almost 
obliterated. In a triangular space above the Martyrdom, 
the Eternal appears in the usual attitude of benediction, 
in a circular glory of cherubim between two angels in 


^ The whole skirting* of the 
fresco, an ornament in mono- 
chrome, on yellow ground, has re- 
cently been recovered from white- 
wash. The fresco itself is injured 
by damp, as ex. gr. in the dresses 


of the first figure on the right fore- 
ground, of the Virgin, of the youth 
with the sword, and the youth 
with the crown on the left. The 
man with a crown on the right is 
stained. 


15 ^ 
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diglitJ It is the less improbable that Penigino shoixld 
have left Spagna in charge herCj because in addition to 
the evidence afforded by the fresco itself; there is a ruined 
Assumption on a wall in S. Agostino of Panicale; in which 
the manner of Peruginu s Spanish disciple is very clearly 
to bo traced.' He lived at Panicale; it -would seem, with 
pleasure, and transferred to the distance of the Martyrdom 
of S. Sebastian the imdiilating hills about the Thrasimene 
lake ; hut Perugino had also this beautiful neighbourhood 
in his sketch-books, and introduced one of its landscapes 
into a panel of this time, long in the gallery of Lord 
XoiThwick; and representing the Flagellation with trul}' 
Umbrian feeling.'"^ 

Whilst Perugino left his journeymen to tinish the vast 
frescos of Citta della Pieve and Panicale, he hurried back 
in person to Florence, and was thus enabled, in June 
1505; to wuite to the Duchess of Mantua, Elizabeth Gon- 
zaga, to acknowledge the receipt of 80 ducats- for the 


1 On a lozenge in the pedestal 
of the martyred saint one reads: 

P de Castro . . . and on the 

freezes of four square pillars the 
date: “A. D. M. DY.” A copy of 
this fresco will be found amongst 
the publications of the Arundel 
society. 

2 Tliis fresco is assigned hy Or- 
siui, Yita nb. sup. , to Perugino. 
The Yirgin is in an almond shaped 
glory of cherubs; four celestial 
players at her sides ; two high up 
suspending the crown above her 
head. Beneath, are the remains of 
a bishop and another saint. The 
figures are lean, and in style like 
those of Todi and Trevi, a mix- 
ture of the Umbrian of Pintn- 
ricehio and Perugino, and colour- 
ed in Spagna’s pale yellow tone. 
The fresco is an independent work 
not composed for, but probably by, 
Hpagna in person. It will not last 
much longer being already in a 
great measure obliterated, as are 
the angel to the left holding the 
crown and the foreground. The best 


preserved ])its are the playing 
angels. 

^ It is true this picture, No. 388, 
in the Xorthwick collection, was 
catalogued under the name of Ra- 
phael, but it is by Perugino or 
some pupil other than Raphael, 
and done at least in the master’s 
atelier. The figures, three in num- 
ber, are all nude. The Redeemer 
is on a low pedestal, a flagellator 
.swinging a cat at each side of 
him in a palatial court through 
the arches of which there is a 
view of Castiglione del Lago. The 
figures are slender, but well pro- 
portioned. The Christ very fine 
in pose bound to the pillar, the 
two flagellators a little academical 
and conventional in action, but 
drawn in the same style and with 
the same quaint head gear as in 
the fresco of Panicale. The pillar 
is new and the breast of the prin- 
cipal personage repainted; as is 
also the foot of the flagellator to 
the right; the distance is also re- 
touched (1 foot 9 by 1 foot 6). 
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hasty but masterly distemper-sketch of the combat betwf^*m 
Amor and Chastity, which now adorns the Louvre.^ Whh 
the assurance which he derived from his fame, he ven- 
ttires to affirai that he has showm siifticicnt carefulness to 
satisfy her Highness' desire and his own honour: adding 
that he has tried distemper because ^Messer Andrea Man- 
tegna coraraonly employed that medium: and offering 
himself for further productions of a similar kind: but 
he docs not attempt to w'rite to a Duchess in the slovenly 
style which marks his own orthography j, and he iui- 
proves in spelling for the same reason that ho disim- 
proves in painting; that is when he uses an assistant/* 
A fortnight later, he met Lorenzo di Credi, and others, 
at S. Maria del Fiore to decide on the relative merits of 
two heads in mosaic by the miniaturists Monte and Ghe- 
rardo, for the adornment of the chapel of S. Zanobiiis.-' 
Amongst the contemporaries of Penigino, one with 
whom he had been in friendly relation had lately paid 
his tribute to nature. In the last years of his life Filip- 
pino Lippi had been employed by the brethren of the SS. 
Anniinziata de' Servi on a double altarpiece, the commission 
for wdiich, originally given to him in 1503/ he had cour- 
teously siiiTendercd to da Vinci. Leonardo, however, had 
neglected the matter, and during one of his frequent ab- 
sences, the Servites again called upon Filipj^ino for his 
services. On his death, in April 15C>4,'*' the upper portion 
of a Descent from the cross was ready, the lower remain- 
ing in embryo. In the summer of 15^15, Perugino was 
requested to finish the piece, and an Assumjition intended as 
a double to it. He acquitted himself of the first part of this 
undertaking with praiseworthy punctuality and personal 


^ Louvre catal. No. 445. 

2 The letter may be found in 
Gaye, Carteggio, II. 68, or in the 
Archivio Stor. ub. sup. II. 324. 

3 The records relative to the com- 
petition are in the appendix to the 
latest edition of Vas. ub. sup. VI. 
341. 2. The date of the decision in 
favour of Monte is June 30^^*, 1505. 


I ^ See the authoritative statement 
I of this fact in the notes to Vasari’s 
' life of Ba«tiano da IS. Gallo. Vol. 
XL p. 200. 

® This is the real date of Filip- 
pino’s deatii as is now proved hy 
the register of deaths ad annum. 
See Tav. Altai), ub. sup. ad an. 
et lit. 
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diligence. His gi’oiip of the Virgin fainting in the arms 
of the three Marys may indeed he classed amongst the 
nobler conceptions of his brush. It reminds one of a si- 
milar episode in Masaccio's Crucilision at S. Clemente of 
Rome: and was taken and improved by Raphael in the 
predella of the Madomia of S. Antonio at Perugia/ of 
which the portion to which attention is called is preserved 
in the collection of Sir William ]Miles of Leigh Court. 
The handling is large and animated: and Vannucci suc- 
cessfully harmonizes his own with the performance of Filip- 
pinO; uniting the grace of the Umbrian with the imposing 
grandciu* of the Florentine, treating his figures with mas- 
sive colour and breadth of touch.- With the Assumption; 
now in the Cappella de' Rabatta at the Servi; he dealt 
differently, nor can one imagine that it should have been 
produced at the same period. For the arrangement he 
fell back on the model of the Lyons Ascension repeating 
the six angels from his old cartoons. Qiannicola perhaps 
did the rest.*^ But Vasari tells uS; Perugino was jus.tly 
criticised for this by all the artists of the time, and pai’- 
ticularly because he had reproduced so many things from 
other pictures.^ It was vainly that he declared he had 
only copied anew what had already received public ap- 
pi’obation, he did not I'eeover from the blow thus levelled 
at himself. His school, which in his younger days had 
been frequented by many pupils, became empty. Bastiano 


^ When last seen, this picture 
was in the Palazzo Eeale at 
Naples. 

* Vasari says that Andrea del 
Barto and Francia Bigio copied 
tbe Descent from the cross. (Vas. 
Vm. 253). It is mentioned by Al- 
bertini. Memoriale uh. sup. p. 13, 
and Richa says it was painted at 
the expense of Jacopo Federighi 
a knight of Malta (VIH. 32). i 

* If the hand of Giannicola 
Mannl is traceable anywhere in 
Peregino’s works, it is here. See 
antea as to Pemgino’s habits of 


repetition. The drawing is hasty 
and spiritless, -the tones without 
fusion, and the contrasts of light 
and shade insufficient. 

^ In addition to the foregoing, 
note in the Servi of Florence, at 
one of the altars, a picture by Pe- 
rugino's assistants representing 
the Virgin and child enthroned 
between four saints. The surface 
is much injured by restoring. The 
raw tone is darkened by time. The 
character is gentle. The pediment 
and lunette are bare. This is by 
Richa, Chiese (VIII. 41) assigned to 
Perugino. 
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(la S. Gallu; who had recently joined him , de.'rcrted liis 
atelier for that of Michael Angelo,^ and <tthor> probably 
followed his example. From this time,, Perugino began, 
no doubt, seriously to think of leaving Florence. His 
name is on the register of the Penigian guild in 
whilst it ceases to be noted on that of Florence. ' 

He was no sooner at home at Perugiaj than lie began 
calling in debts due to him for old commissions. From the 
Disciplinati of Cittii della Pieve he claimed a tiual ] pay- 
ment of 25 florins wliieh was lir|uidatcd (March 2th 
15()7) by conveyance of a house. ^ From the authori- 
ties of Panicale he required 11 florins, on receipt of 
which ho gave them fourteen little flags with flgures 
painted by himself,’’ to he used at their festival of Cor- 
pus Domini. From the guild of the Cambio he asked 
and obtained 350 ducats for the audience chamber.** 
Having thus settled his affairs, he sat down to new works 
and endeavoured to forget the slights of the ungrateful 
Florentiues. It was easy enough for him to show that 
his powers were imimpaired by bestowing his own labour 
where he usually was prodigal of that of assistants. Un- 
der these conditions he delivered to the executors of a 
carpenter at Perugia the Madonna between SS. Jerom and 
Francis, now in the Palazzo Pennaj^ and for these ob- 
scure patrons he produced a masterpiece combining tine 
proportions, with natural movement, Umbrian tenderness 
with facility of brush, and graceful outlines with bright 


^ Vas. XI. 240- virali for 1607. It is tbesre stated 

^ Mariotti Lett. Pitt. 85, and that on the of June, 1507, the 

note to 121. exeeutors of Giovanm, a carpenter 

3 C om. ill Vas. VI. 70. of Perugia, commissioned of Peru- 

Orsiui gives the document in gino, then present, a Virgin erect 
Vita. ub. sup. p. 218. holding the infant ‘^similar to 

^ Mariotti, Lett. ub. sup. p. 172- 1 that of Loreto'* with 8. Jerom 
173. in cardinal's dress and S. Frjmcis, 

® See antea p. 215. i for the price of 47 dor. This is a 

^ This picture is so fine that it , description of the Peana altar 

has beea usually assigned to an ■ iiiece. The Virgin stands on a 
earlier time, but we owe to Pro- ! pedestal in a landscape, and two 
fessor Adamo Rossi of Perugia the angels suspend a crown over her 
discovery of the following facts I head. The figures are life size, all 
regarding it in the Annali Decern- 1 well preserved. 



THK riFTKKVTH C'EXTrRY. 
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vva.> iiiL'vitabk*: ainl tij the progress! ut art, 

even de,-5nible. Much lias hecu said of Raphael's con- 
^idenith*!! f'^r Perugir.o eviuced in the saving of the 
subjects in the Cuiucra dell' Incendio- It is probable that 
the yoimg painter ^va^ rejciced to bo able to show this 
mark of friendship: but we must recollect that he did 
almo^rt a? much t^r Eazzi and Penizzi. In the meanwhile 
it must be owned that Perngino's ceiling which represents 
the Eternal in diiierent glories hi four medallions; is not 
adYantagouus to his faino; for the jiriucipal parts are 
somewhat careless, and the circumscribing ornaments in 
dead colour, intei’spersed with heads of females or of 
Roman emperors in rounds, are heavier and in less re- 
lincd taste than at the Cambio.^ 

With Signorelli and Pinturicchio; Perugino left Rome 
on his way homewards. He stopped perhaps at Assisi to 
decorate the outer face of the Sanctuary of S. Francis in 
tlie Chiesa degli Angeli; with a Crucifixion which has al- 
most perished;' and then \vent on to Sienna; where he 
sold a large picture to the family of the Yieri; valued at 
its completion on the 5^^^ of September 1510 by Girolamo 
di BenvenutO; Pacchiarotti; Genga; and Pacchia;*" and a 


* lu one round, the Eternal, in a 
jGflory of eheridfs’ heads between 
two an^rels kneeling below, left, a 
female imploring', right, a female 
with a sword and balance. 

In a second round, the Eternal 
seated amidst angels in bene- 
diction. 

Third round. The Eternal be- 
tween two angels, beloAV, on the 
left, Christ with angels in attend- 
ance ; on the right, Satan bearded, 
and homed with a loaf in Ms hand 
as the tempter. 

Pourtli round. The Eternal, be- 
low him, Christ in benediction 
amongst the kneeling apostles, the ! 
dove below all. i 

® On the side of the Porziuueula 
facii^ the choir, a piece of a. 
Crucifixion has been recovered^ 
from white-wash (the upper part 


perished at the demolition of the 
choirs, says the author of “Grlurio 
della fcsacra Porziuncula or Com- 
I pendio stor. di S. M. degli Angeli. 
Perugia. 1858. p. 78). The remains 
comprise a group of the fainting 
Virgin composed like that of the 
Descent added to Filippino’s altar- 
piece at the Servi, with still more 
movement. The figures have a 
gentle character. Another frag- 
ment in the same place, a Virgin 
reading, is too injured for an 
opinion , but seems an Umbrian 
production beneath which one 
reads: “A. D. 1830 Antonius Cas- 
tellani restauravit”. 

3 See the record in Doc. Sen. 
Ill, -17. The picture perished in 
the lire of 1655 at S. Francesco of 
Sienna. See also Fineschi’s Guida 
nb. sup. 162. 



Crueitixion fur Prince Chigi'a altar in S. Agostino. From 
the riiiiietl condition of the latter it is hard tu judge ot 
Penigino's ability, but though conventional in arrange- 
ment^ it is full of feeling in the faces, and peopled with 
ligures of good proportion and shaped 
From thence Vasari might lead us to suppose tliat Pe- 
rugino returned in 15b ‘ to Florence, where he aj>prai&ed 
an Annunciation by Mariotto Albertincdli : - and executed 
according to Oraini, a Virgin and child between SS. Peter 
and Paul for Agostino Spinola of Savona, bishop of Peru- 
gia,'* It is unfortunately diflieiilt to trace Perugino’s 
doings between 1510 and 1512, in which year he invested 
his savings in land and houses at Perugia.* 

During the campaign fought by Gastim de Foix for 
the possession of the Romagna in 1512, one of Baglionis 
captains, a Perugian called Boto da Maraglia was taken 
prisoner (15^^^ of February) by the French: and on his 
release, be ordered a votive portrait in remembrance of 
his troubles, which is still in the church of the llinorites 
at Bettona. In this hasty distemper on canvass, Boto 
kneels cap-a-pie, and looks up to a life sized S. Amthony 
holding in one hand the Hre, in the other a book. The 
date of the vow and the name of Perugino are on the 
lower part of the canvass, which has pretty much the ap- 
pearance of a Virgin of Mercy between SS. Manno and 
Jerom, with male and female patrons under her cloak, in 


^ Both ijieces are mentioned bv 
Vasari VI. 38. The Christ in the 
Crucifixion is retouched, and the 
shadows and outlines have become 
black and hard, but the propor- 
tious are fine and true. Two fe- 
male saints kneel in prayer at each 
side of the cross, to the right of 
the cross too, the Evangelist erect 
grieving, the Baptist pointing to 
the J^utferer, and 8. Jerom pros- 
trate looking up, with the stone in 
his hand. Left, the Virgin erect 
grieving, one of the Marys behind 
her, and a friar on his knees in 
front. An angel in flight at each 


hand gathers the blood in a vase. 
The distance is a rich landscape. 
The w’liole piece, restored, threat- 
ens to scale away (wood, oil, 
figures life size). 

2 Vasari VH. 185. 

3 Eatti ap. Orsini inMezzanotte, 
Vita di Perugino, uh, sup. p. lOC. 

^Mariotti, Lett. ub. sup. 
p. 177. He is recorded to have 
furnished the design of a ship of 
silver with ornaments of horses and 
foliage and nineteen figures. See 
the record in Mariotti ib. p. 171. 
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il,?' ruuif i'liuroa.^ ]5ptli iiv<j cliarfioterisic of the 

Tii>/y are l ainte-l v.itli slvjhi transiiarent colour. 
Tii»‘ lijj'urc^ arc fairly drawn, in good prr'ji* u’tiun ; and 
oa>y iin.^tii‘ 1 : : but tlie old carofiilnc’^:? ot tiio master is ob- 
vi«'n-*ly giving v/ay to a nogloetfiil facility. 

"We now find Perngino entering anew into negotiations 
witli ilie friar.-; of S. Ago^tico of Perugia, fur whose con- 
vent he lunl pr inised ten years before to deliver an al- 
larpieeof* but though the vast complex of this work 
occujdod him much till 1514, it was left nntinished 
fnr the sake of other commissions at Citta della Pieve. 
A feeble Virgin in nloiy, adored by SS. Protasiiis^ 
Peter, Paul, and Gervasius, was then completed for the 
prior of the church of S. Gervasio in Periigino's native 
town,’’’ together with an enthroned S. Anthony the abbot, 
between SS. Paul and Macarius, and an Eternal in a 
lunette, a fresco in S. Antonio, since detached from the 


* Tlie inscrintiou on the canvas.-s the jDanel 'oil), ^O’l^ foot by 4*/2> is 
runs; ‘‘lluto «le ^faraglia do Pe- repainted. 

ru^'.a. (piaiidn fo pn-giune tie Frau- -A note of the 30^^ of March 
eiose ehe fo adi 5CI de febraio : 1512 iu Perugiuo's own hand, and 
MDXII, Petrus jduxit de eastro i marked hy his usual ignorance of 
l'k*his'\ The aurfacc is iiuw dis- spelling and grammar is preserved, 
coloured and washy, the sky ; It is one of those discovered at 
hare to the thread. The lower ' Citta della Pieve. Its tenor is a 
part of the legs uncased iu red request to the prior of Agostino 
Iio>c; of Boto is gone. , to deliver a sack of grain on a re- 

, ceipt from the ‘‘garzone’’ Barto- 
Iii tlie Virgin of iJercy there is lommeo. »?ee the original facsimile 
nature and truth iu the action of' in Mezzanotte, iib. sup. p. 300. 
Mary, youthful character in S. ■ ^ Two angels in flight are iu 

Mauuu. JS. Jerom kneels with his prayer at the sides of the glory of 
arms across. The male patron on ! chenihs’ heads that surround the 
The left foreground is aged and | Virgin. The SB. Protasxus and 
drcbsed in grey, with a cap of the : Gervasius carry flags bearing the 
same colour. A female in black | arms of Citta, della Pieve. On a 
kneels behind B. Jerom. Two splits | wall behind the four saints, one 
cut, severally, the Virgin and B.', reads: “Petrus Cristofori Vanu- 
Jerom vertically in half. The blue i tii de Castro Plebis pinxit, 
mantle of the former is partly in j MD.XII.I.” Tavola oil , now iu 
its old state, but dimmed ])y time, j Duomo at Citta della Pieve, or- 
The red tunic is repainted, the | dered in 1513 hy Marchisino Cris- 
lieads of the Virgin and of the two I tophori Manni prior of B. Gervasio 
saints are injured. Of two angels j and others to he flnished within a 
in flight above the Virgin, one in year, for 120 flor. of eleven bo- 
partially damaged; and some ofilognini (Orsini Vita ub. sup. 
the sky is renewed. The base of ' p. 122}. 
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WTiII and now iu 

AgOfctmoJ Tilt* first 

probably f^we*s 


its vulgarity, iLe flatriess of its \Misliy tunes j and tlie 
slightness of its relief to assistants, the last i^ broadly 
treated with very slight marks of stippling. 

Equal freedom and haste are apparent in the fragments 
of a Descent from the Cross, dated 1517, in S. ^laria de' 
Sorvi, of old Coini^agnia della Stella, at Citta della Piove. 
A group of the fainting Virgin, supported on the ground 
by two of the ilarys, shows how Perugino clung to an 
arrangement which he had found successful in the Des- 
cent from the Cross, finished after Filippino s death. ]S"or 
have years deprived him of feeling.^ 

The Martyrdom of S. Sebastian of lobS, at S. Fran- 
cesco de' Jlinori Conventaali of Perugia, may be by Pe- 
niginu’s pupils, and is at all events much damaged.*' 

The groups added to Eaphael's fresco in S. Severe in 
1521 are too badly injured to permit of any comment.^ 

* S. Anthony, of colossal sizje, sits I lines of an Assumption with the 
ill benediction with a staff in his I inscription beneath it as follows; 
left hand, an ornament of imitated i csta hopera fero depciijrerc la 
marble surrounding the princijial j coinpagnia della S . . . .Cos&i dicta 
picture and lunette. Theskyisscen | in li aimi djiiMBXVII.'’ Professor 
at the sides of the saint's throne, , Itossi notes in addition (March e- 
and right and left of the Eter- 'si’s Cambio p. 323) the word: 
nal, an almond shaped glory. The ^ ‘‘Petr.’’, but that is now absent. It 
wall of Antonio was shaken by ; has been usual to assign these 
the earthquake of 1360, and the | frescos to ihe year 1514 (see com. 
fresco was subsequently taken Vas. ^’L 63 o 
down, transferred to canvass, and 3 Wood, now in the gallery of 
placed in S. Agostino. Perugia lG4j. On the pedcs- 

^ The edifice in which the re- tal of the saint are the words: 
mains of Pemgino’s frescos are “An. D. 1518”. The scene is in a 
still partly visible, has been much portico through wliich there is a 
altered by the introduction of ' landscape view. The figures are 
fioors. The result is that the lower : half the life size. They are only 
parts of his frescos (which alone ; three in number, including the 
are preserved) can only be seen ; martyr and two archers in the act 
with lanterns. On one of the walls j of shooting. 

as stated in the text, is the Virgin i ^ SS. Jerom, John Evangtdist, 
fainting on the left, then comes Gregory, Boniface, Scolastica and 
the foot of the cross with two lad- Martha with the inscription: Pc- 
ders, both held by one person, on tras do Castro Plebis. Pemsinus 
which the legs of two men are tempore domini Silvestri Stephani 
placed , and to the right four Volaterrani a dexteris et sinistris 
figures. On the wall at right angles, Div. Cristophorse sanctos sanctas- 
to this are almost obliterated out- i que pinxit A. B. MDXXI. 
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]*nT tiioro woll-i/roecrved irosc<*r? of the latter period 
ill S, Jlaria 3ra:.*;riore <‘t Spello, and an Adoration of the 
Ma^-d in the oiinreli of the ^ladonna delle Lagrinic at 
Trevi. ^vliieh }ierfeeTly illu.-trate the power that still re- 
mained in tlie great ^dd man at the advanced age of 
>^‘VcritT-tiVH. Tlie inr'.'?t atithentie of the Spello frescos is 
on a ]»ilatter near the high altar of the collegiate church 
nf S* JIaria Maggiore. Penigino's name and the date of 
are on two signs hanging from the dais of a throne. 
The snbjeet is the Virgin seated, with the corpse of the 
Redeemer on her lap: the 3Iagdalen and Evangelist 
mcmrning at the sides of the foreground. The faces and 
expression of JIary and of Christ are fair and melan- 
choly: but the small shoulders and ill-foreshortened left 
arm of the Savioufj and the slovenly character of the 
drawing in drapery are an unmistakeable symptom of 
decline; w’hilst the tenuous yet trenmloiis outlines tell of 
physical weakness. But the fluid colour is bold and skil- 
ful. The effect is rendered with such ease, indeed, that 
the surface is but slightly covered and the pouncing is 
visible in every part.^ 

The corajjanion fresco on the opposite pilaster near the 
high altar simply represents the Virgin and child between 
S. Catherine and a saint in episcopals. It illustrates the 
same phase of Penigino’s art, with feeble and defective 
forms in the Virgin and child, and contours traced as if 
by a palsied hand.^ The colouring is perhaps more hastily 


* The inscription rnna thus; 
“Petrus Ohastro plehis pinsit. 
A. B. MDXXI”. On the base of 
the Virgin’s throne are the names 
“Miehal agelns An(Iine3'\ A low 
screen behind the tlurone allows 
the sky and a hilly landscape to 
appear. A cherub’s head is at 
each comer of the dais; a vase on 
the parti-coloured door before the 
Ma^alen, The decline of Perti- 
is noticeable in the eyes 
which are drawn angularly to ex- 
press grief. 


j ® The Virgin’s head is round, 
and rests on a very slender neck. 
The child looks aged, and the 
group, generally, is feeble (the 
blue of the Virgin’s mantle is in- 
jured). S. Catherine holds the palm 
and book. The wheel is at her feet. 
She is in graceful action, and has 
a fine head. On the panelling of 
the throne one reads: “Ex speis 
Joanne Bemarclelli. A.D. M.DXXI 
die XXV aprilis”. 
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laid in than before , as the ground serves fur the 
lights of the flesh- tints. But tliese are cxaetly the 
characteristics of the Adoration of the Magi at Trevi, 
whicdi is perhaps the most superficial production that 
ever issued from Peruginu's atelier.^ As he was busy 
Avith it, the Vice-legate of Perugia Avrote to tho Po- 
desta of Trevi (Sept. 1521), advising him that the prior 
of S. Agostino had appointed a valuer for the picture 
lately hung on the high altar, and asking him to apprise 
Perugino, aa’Iio Avas then living at Trevi, of the fact; — 
a precious letter this, which proves the date of the 
Adoration of the 31agi, and that of the altarpiece of 
S. Agostino.* With some difficulty and not Avithout 
tedious journeying can this great work be reconstructed 
in imagination at the present day. It had tAA’O faces. 
On the centre of the first was the Isativity and a 
Picta, and at the sides, SS- Sebastian and Irene, 
SS. Jerom and Mary ^Magdalen, all resting on two pre- 
della pieces. On the centre of the second was the Bap- 
tism of Christ, surmounted by an Eternal in glory; at 
the sides, SS. Augustin and Philip, SS. James the less, 
and one in episcopals, and tAvo predella pieces. Eight 
rounds with the four prophets and the four Evangelists, 
two others Avith the angel and Virgin annunciate, com- 
pleted the whole. Of the first face, the Nativity, SS, 


* The Virgin sits* in front of a 
pent-honse, two kings kneeling 
right and left of her, presenting 
their gifts, one recemngthe bene- 
diction of the child, the other the 
acknowledgment of the Virgin. 
S. Joseph is a little in rear to the 
right. To the left in the pent-house, 
the ox and ass, and in distance, 
the angel appearing to the shep- 
herds. Right and left, two groups, 
the whole seen through an arch-way 
in the sides of which stand S. Pe- 
ter and S. Paul. The left hand 
group including the S. Peter, is 
much damaged. The infant Christ 
is a hunch-back with a protruding 
belly. The figures are all poor-, the 


Virgin and S. Joseph less so than 
the rest. The ground acts as light. 
The shadows are dabbed of u 
greenish grey, hatched only here 
and there with a trembling hand. 
The extremities are ill drawn with 
the nails in false places* The flesh 
tints are coarse, and raw from the 
excessive use of red. On the base 
of the Virgin’s throne; ‘‘Petrus 
de Castro Plebis pinxif. 
In the spandrils of the arch arc 
the Virgin and angel annunciate, 
A square frame in relief surrounds 
the fresco. 

® We are indebted for thi.s record 
to Professor Adamo Rossi of Pe- 
rugia. 
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Jori'in liml Jlagilalt-n. tlie iireilolla. are in S. Ago&tino: 
the Pieta in S. Pietro ef Perugia; the SS. Sebastian and 
Irene in the Galleiy of Grenoble. <Jf the second face, 
the IJaptisra. the Eternal, the predella, are in S. Agos- 
tino : the SS. Ang 1 t^tia and Philip in the Gallery of Ton- 
louse : SS. Jautes the les.s and his companion in the Mu- 
.-eum of Lyons. Two of tlie fiuir prophets are in the 
Perugia (jallery. The two others are probably those in 
the Gallery of Nantes. The four Evangelists are in S. 
..Vgostino, together with the angel and a copy of the .Vir- 
gin annunciate by Sanguinetti ; the original of the Virgin, 
erroneously called S. Appollonia, in the Gallery of Stras- 
burg. None of the panels exhibit the earlier style of the 
master. The two principal ones of the Nativity and Bap-' 
tism are not wanting in grandeur of composition or de- 
sign, but the flat colour and its feeble rounding recall 
the Virgin of Mercy of 1512 at Bettona; and they might 
be assigned to that time, were not uncertainty created by 
their restored condition.* The remainder, with the ex- 
ception of the predella and the four Evangelists, are 
similar to each other; they have all a powerful tone, 
and are drawn with little of the looseness apparent 
at Spello or Trevi. They recall the period when Peru- 
gino laboured in the Compagnia della Stella at Cittii 
della Pieve. The Pieta is remarkable for the bright trans- 
jiaronce of its colour, as well as for the mastery with 
which the outlines are given with the brush at the last. 
The Saviour sits on the edge of the tomb ; his body sup- 
ported by Joseph of Arimathea, his arms by tlie kneeling 


* The Xativit}' which, since the 
text was written, has been num- 
bered’ Ko. 23 in the gallerj’ of Pe- 
niijia, is a little feeble and pallid 
in tone, the white ge.«iso being seen 
through the flesh tints. The Virgin 
and Joseph kneel at each side 
of the infant who lies on the 
ground. Two angels fly in the up- 
j»er part of the pontJionse. In the 
distJince, the angel appears to the 
shepherds. The figures are life 


size, in oil, on panel. The sky is in 
part repainted. 

The Baptism is of the same 
character and size as the Nati- 
vity, but has slender figures, and 
is much restored. An angel is at 
each side of the principal group in 
a landscape. In the sky is the 
(love of the Holy Ghost between 
two seraphs. The blue sky is re- 
touched, No. 41 in the Penigia 
gallery. 
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Virgin and Evangelist. The composition reminds one of 
the fine conceptions of Fra Bartolommeo and ilariotto 
Albertinelli. There is an elasticity in the naked frame^ 
a precision in its proportions rare in Pentgino.^ The 
Eternal in benediction, holding the orb, is noble in fea- 
tures, bold; natural; and dignified in movement with a 
good contrast of light and shade, and a powerful warm 
tinge in the flesh. ^ Similar praise may be awarded to 
the erect saints in couples.*^ The predella and the 
Evangelists, possibly completed after Perugino’s death, 
would perhaps deserve attention as productions of Manni 
or Eusebio di S. Giorgio,^ were they not seriously injured 


* This panel was given to S. ' 
Pietro at the peace of 1815 in lieu , 
of the Ascentjion Mezzanutte iib. 
sup. p. 14V.. It is on a wall to the 
left as you enter the church. The 
colour, half body, is so transpa- 
rent that it shows the under- 
ground. In the feet and other 
parts of the flesh tints the ground 
is left as high light. 

~ This piece is in the right tran- 
sept of S. Agostino, and above a 
door. The panel is composed of 
live pieces without cloth in the 
gesso. The Eternal sits on a 
cloud, in an almond shaped glory 
of cherubs’ heads, and surround- 
ed by similar heavenly apparitions. 

3 SS. Jerom and the Magdalen, 
wood, oil, now No. 56, in the galle- 
ry of Pemgia, the first erect with 
the stone beating his breast, the 
lion at his feet, the second hold- 
ing the cup of ointment. The yel- 
low foreground is higher in sur- 
face than the remaining parts. 
The colour, of full body in shadows ; 
and drapery, of half body in lights, 
with occasional hatching in the 
flesh tints. The feet lightly laid 
in; the detail, (nails) with body, | 
The drawing is a little loosely 
conventional. 

SS. Sebastian and Irene, No, 
51, in tlie gallery of Grenoble, not 
seen by the authors. 

VOL. in. 


SS. Augustin in episcopals with 
hook and crozier,and Philip point- 
ing at a passage in a book. l»oth 
erect, in a landscape. No. 42, Tou- 
louse Museum. Tile .S. Aug^istin 
grand in pose. Same character as to 
handling as in the panel at Pemgia 
(No. 56 ^ Vertical split. 

SiS, James tlie le.-s, and S. Gre- 
gory, No. 155. Mnseum of Lyons. 
On the banner of 8. Gregory, the 
arms of Perugia, same character 
as above. Two vertical splits. 

The angel annunciate, now No, 
9, Pemgia gallery. The Virgin 
annunciate called S. Appollonia, 
gallery of Strasbourg. 

* Predella. Adoration of the 
Magi, No. 247. The Sermon of 
John the Baptist (not numbered). 
The Marriage in Cana (not num- 
bered). The Circumcision (No.237) 
in the gallery of Perugia. The 
first, better preserved than the 
rest, the second much injured, the 
third and fourth very weak, and 
much damaged. The four Evange- 
lists (rounds) are now in the choir 
of S. Ago.stino, and very feeble. 
Two prophets, Daniel and David, 
(No. 42 and 24) are in the Perugia 
gallery. Besides these, eight small 
panels of saints: SS. Nicholas of 
Tolentino, Lawrence, Augustin, 
Monica, Lney, Jerom, Ercolano 
and Agatha (doubtful whether they 
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all caaes -wLere death ensued from the contagion.^ Peru- 
gino died and was hurled in a lield at Fontignano. His 
sons- j/iuusly contracted with the monks of S. Agostino 
i that his body should be taken out of its uncon- 

&eerated resting-place to hallowed ground.^ In return for 
this service they agi'ced to pay for the completion of 
imtinished portions of the altarpiece of their father.^ If, 
during the subsequent days of disturbance which history 
lias chronicled,, their tender solicitude was deceived; it is 
not to them that blame can be attached. The moHal shell 
of their father remained in the grave to which it had been 
first consigned; and no one knows where ^ lie the bones 
of Pietro Penigino.^ 


A duty that now claims performance is, to notice works 
of Perugino (or bearing his name in various galleries) 
which have not been described in the foregoing nar- 
rative: — 

Perugia, S, Maria Suora, but now in G-alleiy, No. 2. Transpi- 
ration, wood, tempera. This is a reduction from the cartoon of the 
same subject nsed for the fresco of the Camhio; the figures being 
reversed. Old varnish has given a ciw&talline reddish appearance 
to it. Extensive retouching has also taken place. The predella 
(now nmininbered in gallery) contains the Nativity between the An- 
nunciation and the Baptism ^tempera). The beauty and freshness 
of its colour tell how fine the Transfiguration may have been. The 
compositions are the usual ones. The conception of the Annuncia- 
tion recalls that of the Fano altarpiece; and the Virgin’s movement 
is a Florentine reminiscence. The Baptism is in so far varied that 


* Mezzanotte nb. sup. 184, and 
Tranquilli in Mario tti, Lett. ub. 
sup. p. 189. 

* Perugino left three sons, Fran- 
cesco, Michael-Angelo, and Giov. 
Battista. See the root of the fami- 
ly in Orsini, ub. sup. p. 237. 

*It had been Peragino’s wish 
that he might be buried in S. M. 
de’ Servi at Florence; he had pur- 
chased a burial place there for 
himself and his descendents iuj 


1516- The record is in Gug,landi, 
Memorie ub. sup. Ser. TV. p. 115. 

^ The record in full is in Ma- 
riotti Lett., notes to pp. 182 and 
foUs. 

® Vasari says (VT. p. 51) : that Pe- 
rugino was honorably buried , but 
there is every reason to doubt this 
assertion. See the Memorie of Gia- 
como Giappesi in Mariotti, Lett, 
p. m 
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ar*-» aiMeil to the n^ht 4if the priiieipal jrwip. The Tran^- 
licrnratiou an<l its predella must he as.sioTieri to Perii^inu's host time, 
t Vasari speaks of an Adoration of the Maj^n in S. M, Nauva at Pe- 
rnsria hy Vaunncei, TI. 42. This Adoration we have noted in th^ 
life of Fiorenzo di Lorenzo.) 

Perf/iy'i//. S. Francesijo dC Minori hut now in Galiery 

Xo. 33. S. Francis between SS. John the Baptist and Jerum, .<e- 
Ijastian, and Anthony of Padua, wood, oil, ligTires life .size. Has 
lost its lii^htness and transparence. The Baptist and Jerom Itehiij 
the least damaged, have more of Perngino's character than the rest. 
The three others are colonred anew; and it is hard to decide whe- 
ther the author he the master or his assistants. 

Perugia, Cnnfraternita di S. Bernardino^ hut now Xo. 31, in Gallery. 
Canvass, oil, figures life size. The \'irgin sits in glory with the 
infant l»etween two angels. Two cherubs are above her head, and 
three others support the cloud on which she reposes. Eight brethren 
kne.el in the middle of a landscape, in the distance of which there 
is a view of the city of Perugia. The brethren are placed between 
the kneeling SS. Francis and Bernardino. This piece is greatly in- 
jured, yet full of softness and feeling. The types are like those of 
Perugino in 1495, though the canvass is probably of a later date. 

Perufjia, S. Francesco al Monte, Fresco, lunette of the Xativity 
transferred to canvass, repeated from the cartoons of the same sub- 
ject at the Cambio (life size figures), half ruined, and abraded in 
colour throughout. The remains of an Adoration of the Magi, also 
transferred from the walls to canvass, offers hut a few heads to 
view, the rest being obliterated. Some bits however, are in 
possession of Signor Fantacehiotti at Perugia. A third lunette re- 
presenting S. Francis receiving the stigmata, rudely handled, of a 
red colour and ruined, but certainly not by Perugino, is in tbe sacristy. A 
fourth lunette mentioned by Vasari (VI- 42;, illustrating the Alar- 
tyrdom of the Franciscans before the Sultan, is entirely gone. 

Perugia, Galleria Connesiabili. In this collection there are fragments 
of frescos; a Virgin and child, almost of life size, between two an- 
gels, in a landscape; a S. Ercolano and a shield of arms supported 
by two children. They are all much damaged, but they bear a 
Peruginesque stamp. 

Perugia. Gallery, No. 6. A figure of S. Giacomo della Alarca 
by Perugino, distemper on canvass, of 1512 (circa). 

Smne Gallery, No. 38, but previously in S. Martino, a S. Jerom 
(canvass) of tbe same character as tbe foregoing. 

Same Gallery. No. 7- Originally in tbe kitchen of tbe Palazzo 
pubblico. Three half lengths of the Virgin and child, between S. 
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riul ac-jtlier Saint, a little nn/ler life size, of a li^ht red 
col^-nr, Tvith spare' thadoTr, «'iie of the late and feeble productions 
of tiic master. 

S, J(p«l!no. above tlie sacristy-door, a panel of the Vir- 
L^'in. SS. Ecniardiii'* and Tommaso da Villanuova, assigned 

jiy y,i=ari to Perugiiio VL 45 , hut perhaps by Mamii 'see Mauni 
poitea'. 

CuTciKTfj. near Pevutjia. Parish church, choir. Wood, life size 
dcure?. t»il. AraStouptiou. The Virgin, of square form and short 
.-tat Tire, with angels, in attitudes slightly differing from those of 
the t uraifii altarpiece at Naples. Flat rosy flesh colour, absence of 
chiaru?ir:ro. vSome gaudiuess would prove that the pupils of Peru- 
ghiM had the chief part in the work. S. Thomas kneels below, be- 
tween the apostles, most of whom are repeated from those of the 
Ascension of Lyons. In the sacristy of the church a part of the 
predcdla with the Adoration of the shepherds and the Annunciation 
exists. In the first, the S. Joseph is new. 

Botfio S. Sepolcro. Dnovio. Ascension, wood, oil, in the left 
transept. This is a fair replica of that- of Lyons, much restored, 
and red in conbequeuce. ’Done at Florence, says Vasari VI. 40.) 

Naples. Duomo, Assumption, painted for Cardinal Oliviero Ca- 
raffa and sent to Naples from Florence (Vasari VL 40). Wood, oil, 
arched above. The Virgin, in graceful movement, in an almond 
shaped glory, between four players, two angels suspending the 
crown above her head, four beneath her feet with instruments. Be- 
low, S. Thomas looking from among the apostles with whom, right, 
S. Paul holding the sword. To the left, Cardinal Caraflfa kneeling, 
is recommended by S. Januarius. The lower part of the foreground 
figures is entirely renewed together with the landscape and sky. 
Perugino freely employed his aids on this large piece. 

Saplei. Museum. Xo. 267. Virgin seated on a grass mound, in 
a landscape, in which the Magi and their suite form groups. 
(Wood, oil.) The Virgin is a little broad of shonlder for the small- 
ness of her head, and affected in bend and expression; but the 
brown tone is admirably fused, - and the small figures of the dis- 
tance are like many afterwards produced by Raphael and Spagna. 

Monte falco, S. Francesco. Fresco of the Nativity, with the Eter- 
nal in a lunette. The first has been mentioned as a repetition of 
the subject at the Cambio. The Eternal is from the same cartoon as 
that in the Nunziatella at Foligno. Much drapery and other parts 
in the fresco have been repainted, ex. gr, in the left hand angel, 
at the side of the Eternal, the Virgin, child, and S. Joseph. The 
foreground also is new. Above the lunette, by the same hand, the 
figures of the Virgin and angel annunciate are parted by a monster. 
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The Lan<Iliuff nf this fresco is not by Vanmicci, the colour and 
drawing being hard and dry (see Melanzio posteai. 

Cantiano, near Guhhio and Cagli, A Holy family at this place not 
seen^ has recently been sold. 

Ctnithjlifj7ie del Lago, S. AgoBiim. Fresco, sawn away and trans- 
ferred. Subject, the Virgin and child on clouds, and two angel.-^ 
with the crown. Damaged fragment ascribed to Peragino, and 
stamped with the character of his school. It is said that frescos 
and a Crucifix by Perugino exist in the Isola Maggiore, at the Os- 
ser\'anti, and in the church of S. Angelo nel Campo. 

Florence. Pitti Gallevg. No. 42. Bust of Mary Magdalen resting 
one hand on the other, of powerful tone, with bright brown sha- 
dows, fine 1496—1500), wood, oil. 

Florence. Pitti. No, 219. AVood, oil. Nativity on the model of 
that of the National Gallery, red and hard from restoring. 

Florence. Pitti, No. 340. %Vood, oil. Virgin and child, with two 
female saints in rear, copy (old) of Perugino's authentic panel at 
Vienna [Belv. Room IH. No. 12, Rom. School). 

Florence. Church of La Calza. The crucified Saviour with the 
Magdalen at the foot of the tree, between SS. Jerom, Francis, Gio- 
vanni Colombini and John the Baptist (wood, oilj, assigned by Va- 
sari s.VI. 36) to Perugino. There is something Peruginesque in the 
Baptist who points at the cross, in the S- Gio. Colombini and S. 
Francis, more of Signorelli in the S. Jerom and in the Magdalen 
(the latter is the best figure here). The picture is of good impasto, 
with occasional hatching in the shadows. The colour is chill and 
raw and unlike that of Perugino. The vulgar Christ is reminiscent 
of Filippino and Raffaellino del Garbo. It is difficult to ascribe 
this piece either to Perugino or to Signorelli. 

Florence. S. Onofrio. The Last Supper- Fresco. Annexed is an 
engraving of it in its present condition. The apostles sit at the Sa- 
viour’s sides in the following order (moving from left to right). SS. 
James the less, Philip, James the elder, Andrew, Peter, the Sa- 
viour, John Evangelist, Bartholomew, Mathew, Thomas, Simon and 
Thaddeus. In front alone, Iscariot. The figures are life size. The 
composition is Florentine, modelled on that of Domenico Ghirlan- 
daio at S, Marco of Florence; but the execution is Peraginesque. 
The distance, with the incident of Christ on the Mount, especially so- It 
is apparent that the fresco has been worked over. (It was for years so 
dim as to be almost invisible). The colour of the table partly abraded, 
and partly renewed. Outlines of furniture on the cloth have been left. 
The green embroidery on the screen is new and out of harmony, the en- 
graved outlines havinghecome black. The flesh tints are laid in with much 
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hnpn ' r f .-i TWlVr tin j>'. iV. inia fr-im a fill The drawiiijr is poor, 

tlie enters of hamls and feet in- 
♦ A L-rvnt in- pialiry cAvioTi-, in tlie type=-, some 

rlnt r *li'in. tl:-.* rc^T, >. TL ev^n Eapliaelesque. An inscription 
v.n tljo Lo 3 r. of ii? mijlit witli S'>n:e difdcnlry Le forced into 

tuo f ll'iv\'inir 'jrilr.r: . . Ur. . . anno 3IDV.", but tiiere is a cross 

m-irk betwtLii tli ? D an 1 V. The V itself lias a stroke on the 
limb, and the letr-.r? have been overrun. The heads of S. 
Th?idd.en>. S. James an*! John are Peni^inesque with Eaphaelesrtue 
traits. th 'Se of S. Andrew and S. Philip not without beauty. The 
>iivi.n!r like thv rest a double balled forehead, prominent cheeks, 
and a parted chin in p'l^y contours eiag’jerated in S. Peter. The 
."traijlit lined draperies have mucL. of the Florentine, but they want 
style. The colour is that of a practised and coarse hand, which is 
neither Bnpliaers nor Pert^ino's. Among’st the names which sngg'est 
themselves, three may be scdected. They are those of pupils of 
'WinuTicci, Giannicola Manni, Euseldo, and Gerino da Pistoia. The 
high forehead, the parted eyes and puffy drawing of thehead of 
Christ are like Manni's, ex. gr. in the Perugia gallery and in the 
chapel of the Cambio. Eusebio is an imitator of fiaphael with some 
of Gianni's peerdiurities, a marrowy touch and sharp flesh tone. 
Gerino da Pistr.ia is, however, more likely to have been employed 
at t3. Onofrio than either. Although Tasari calls him a pupil of 
Pinturiccliio; his panels at Pistoia are those of a disciple of Van- 
nucci. In his picture of 1509 at S. Pietro of Pistoia, many figures 
recall Paphacd's first manner, and remind one of the fresco of S. 
Onufrio. His colour is also of the ruddy kind noticed in the latter. 
But further, the studies for four figures in the Last Supper have 
been preserved (they are on coloured paper, touched in white, exhi- 
bited in the room), and testify in favour of Gerino as against Raphael. 
A painted frame surrounds the Last Supper. Within it are five 
busts of friars, of which the three, highest are Florentine 'and 
earlier in date than the two others or than the Supper. This cir- 
cumstance would confirm the belief that Gerino, if he be the per- 
son here engaged, repeated anew a composition which existed be- 
fore on the same wall; and this presumption is strengthened again 
by the existence of an engraving in the library of Gotha which has 
been by Paasavant given to Peragino (he assumed it to be taken 
from the fresco of S. Onofrio as it now staijds), but which is a 
Florentine work of the close of the fifteenth century. The engra- 
ving reproduces the attitudes, action, and extremities of the fresco 
in its present condition, but in a Florentine, not ah Umbrian style. 
The architecture is not a colonnade and screen, but a closed room 
with windows. On the end of the seats are: a rider followed by 
a and the Capture on the Mount, and these are replaced in 

the fresco by an arabesque omameut. The question arises, where 
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w.'i' tlio frc'^eo of Tvliicli the Gotlia en;iniviiiyr yruy a copy.- W;i* 3r 
finiiii.'il at S. Giioino whieli some Pernp^nes.pie- rc[tfiinttol at 
a later periorl iinrler nr<lor.s from PerTig'iuo to whom the 
lia<I heen entrusted? Vasari mentioii-s tlie oxidteiice of a dead <. Lri-t 
between the Vir:^iu and Evan;iellst, in S. Piero irag^iortf^, VI, 
Por^liini states in liis liiposo IL note to p. 151, that it Lad cf*iue in 
Ids time into the cappella Mediei. The annotators, Vasari VI. 5t'h 
teli ns that it is now in the Palazzo Albizzi in Bor"o de"3i Albizzi 
at Florence.; 

Palazzo Sciarra. Xu. *26, w*oo»l, oil, life size. >- ^ebas- 
tian at the pillar in front of an arcade thron]^}i which a landscape 
is seen. On the basement uue reads; ^hSajitte tiie infixe sunt michi’'. 
A genuine Perugino. 

Ptorne, Palazzo Colonna. ‘Wood, oil. S. Jerom penitent, in a land- 
scape, much injured, attributed by Vermiglicdi 'Vita di Pinturicchio, 
p. IIS. to Pinturicchio, is painted in Perugino's manner, but may 
be due to Spagna. 

Pome, Galleria Doria. Room 2. Xo. 80. S. Sebastian at the 
pillar (half life size), named Perugino, is a fine panel by Marco 
Basaiti. 

Rome. Galleria Borrjkese. Xo, 34, Virgin with the child erect on 
her knee, wood, oil, named Perugino. The hard execution and 
glassy colour might prove it to he by Gio. Battista Bertucci of 
Faenza. 

Rome. Gallery of pictures at the Capitol, No. 78, wood, oil. Vir- 
gin and child in a niche, between SS. John Baptist, Paul and Peter, 
and Andrew, John Evangelist, and Francis (under life size;. This 
is not by Perugino, but reminds one of the painters of Bologna 
and the Marches, being a mixture of Cotignola and Francia. The 
three saints, the Baptist, Paul, and Peter, are by a different hand 
from the rest. A long inscription closes with the date of 1513. 

Rome. Gallery of pictures at the Capitol. No. 127. Called Peru^ 
gino. Round of the Virgin and child, feeble and red in tone, by a 
follower of Lorenzo di Credi. 

Bologna. Gallery. No. 197. Originally in the Cappella Vizzani at 
S. Giovanni in Monte (Vas. VL 40. Orsxni; Vita ub. sup. 197). The 
Virgin in glory, wood, oil. The Virgin in a tender attitude holds 
the naked infant with graceful action. Her glory of cherubs’ heads 
is supported on clouds. She is attended hy two angels in flight, 
SS. Michael, Catherine of Alexandria, Appollonia and John Evange- 
list stand in devotion below. The S. Michael is a little slender and 
but has a good face- The movement of S- Catherine’s head is 
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liut^ly <1, the Evangelist grandiose in movement as in 

tljti of the Cnnihio. The liesli tones are powerinl and well 

fused, and of a lower substance than the draperies. The picture 
belongs to reni;rinfj's due time being brighter in colour than the 
altnrpiece of the Vatican 14 C*C . browner than the Madonna of S. 
Pietr(» Martiie IPjS . The arrangement of the group of the Virgin 
au'I child is verj’ charming and original, conjiition excellent, signed: 
"•petnis Pemginua piuxit.*’ The figures are life size. 

B^jk‘>jnn. S. Maribr) M>/fUfiore. Assumption, by Pemgiuo, accord- 
ing to Mezzanotte ;i7. S.‘ and Orsini ,199.), is by Lorenzo Costa. 

reniee. Avudemii, Nn, 265. Previously in the Manfrini collection. 
Christ washing the feet of the apostles. This piece is certainly not 
by Perugino, but by a Lombard, and has something of Boccaccino. 

Venice. Collection of the Duchess of Berri. Round, Virgin, child, 
and youthful Baptist, feeble and not by Perugino. 

Venk-e, Manfrini Collection, No. 322. Round, wood, oil. Virgin 
with the child, reading from a book held by an angel, with a second 
angel in rear, of small merit, by a feeble Pemginesque following the 
school of Mauni and Eusebio. 

London, National Gallery, No. 181. Wood, tempera. The Virgin, 
child, and S. John. Landscape distance ; bought by Mr. Becfcford at 
Perugia. This panel, of pale bright tone, is very carefully executed 
and signed on the border of the Virgin’s dress: “Petrus Peruginus”, 
If it be admitted that Spagna was Pemgino’s pupil and the com- 
panion of Raphael, one might suppose that he had a share in this 
work which shows more conscientiousness than freedom of hand. 
Still it has much of the spirit of the master. 

London, Lord Temnton. Formerly at Stoke Park. Wood, oil. 
Christ supported on the tomb, reminiscent of that of S. Agostino, 
in^L-ribed: “Sepulcrum Christi. Petrus Perusinus pinxit.” Origi- 
nally in Venice and, before it was retouched throughout, undoubt- 
edly one of Perugino’s fair creations. 

London, Collection of Alexander Barker , Esq, Predella; tempera 
on canvass, in five parts, numbered at Manchester: Nos. 70 — 1. 
Noli me tangere, conceived without the religious poetry of the ear- 
lier time. Christ stops in his walk, leans his left hand on a stick 
and listens to the Magdalen who kneels in prayer. In the distance 
between the two, the sepulchre guarded by angels, right and left a 
couple in converse. The warm tone of the tempera is like that of 
the predella of the Transfiguration (unnumbered in Perugia gallery) 
or that of the Lonvre distemper of 1505. The Resurrection. Christ 
rises with the banner out of the sepulchre, as in the Rouen pre- 
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della. Ill the distance to the left the guard runs a*, in the Vaticaii 
Resurrection and Munich predella in the latter the position in the 
picture is reversed;. In the distance to the right, another guard 
seated, sleeps with his liands on his shiedd. In the foreground, right, 
a tine youth asleep leaning on his target, counterpart of that in 
the Resurrection at the Vatican called the portrait of Raphael, and 
with a slight variation, like the same figure, bearing the name of 
Raphael on the target, in the Munich predella. In the foreground 
to the left, a young soldier in helmet and breastplate as in the Xa- 
tican Resurrection and Munich predella, but with a shiedd behind 
bis left arm at the Vatican there is no ahield; at Munich the shield is 
on the right arm). The Samaritan woman at the well. The Saviour, 
conventional and ill-conceived. The Samaritan woman, graceful in 
movement. The Baptism of Christ. The usual arrangement, hut in 
that respect as well as for proportions more particularly akin to the 
fresco of the Nunziatella at Foligno. The liistance a fine landscape. 
IS’ativity, the familiar composition of that subject with a neat type 
of the Virgin, warmly coloured and firmly handled. 

London, Late Sortitwick Collevtion, No. 257. No. 75 at Manches- 
ter, and originally at Lucca, wood-tempera, life size. The Virgin 
and child, under a dais festooned with corals and flowers, between 
SS. Jerom and Peter, hasty, brownish red in flesh tone, and somewhat 
dimmed by age. The type of the Virgin is poor (mantle much 
restored;. 

London, Dudley House. Two rounds of the Virgin and Evangeliat 
in one frame, with a modern inscription 5 “Petrus Perusinus pinxit”, 
unimportant, and of the school. 

London, Collection of the late H. A. J. MunrOj Esq. (Mrs. Butler 
Johnstone), wood, oil. Crucifixion, the Virgin and S. John, and SS. 
Jerom, and Francis kneeling at the sides. This picture is assigned 
to Perugino, but has the character of Tiherio d’ Assisi (small). 

Same Collection, (Small panel.) S. Francis receiving the stigmata, 
is in the style of Timoteo Viti. 

Hampton Court, No. 355. Portrait of a lady, bust, wood, oil. School 
of Francia and Lorenzo Costa, recalls Boateri though beneath him 
in execution (see a Holy family by this rare Bolognese at the 
Pitti). 

Hampton Court. No, 233. A female saint bearing a cross. Wood, 
oil, the flesh tint abraded. This pieee is also Bolognese and brings 
to mind the manner of Chiodarolo, another follower of Francia 
and Costa.] 

Hampton Covri, No. 582. Portrait of a gentleman, small panel, 
representing a man in full front dressed in black, with a bridle bit 
in Ms hand. It is not by Perugino, nor by any Italian. 
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fhtJ^ru h, finVrrif, Xo^. S06. 7. Anthony of Padua and S. Frau- 
ciiS. T3M,‘.sy j>rt;'iella i«aints are part of RapliaeFs altarpiece fox 
s. AutMiiin I’erujia, ai;d have been properly catalogued under 
hii nanif aft-.r having loen lung under that of Perugino. 

Bh'^rhhtL sVyr/ Luv*l L^rnd'Acne. Virgin and child, wood, oil, 
half leiigrli; mind: iuhirud hy res-toring- A feeble production of Peru- 
nigino*s fd!* 

PAns/ffimu'r. r*f F.nrl Oncper. Wood, oil, half length, 

life jsize portrait i,*f a man, aged about fifty, of melancholy 
face, but r«-gnlar, and somewhat long, form. He stands lean- 
iiiir both hands on a book on a parapet. Behind him a landscape. 
This portrait, at first siirht suggesting the name of Ridolfo Ghirlan- 
daio, is hard in drawing, without brightness or transparence, and 
of a low livid tone. The shadows are dark and tending to purple, 
with a sudden transition from them to the lights. These would be 
characteristic features of Innocenzo da Imola. 

Gf oxford ffofLxe, Seat of Earl TVemysx (Scotland). Virgin, child and 
youthful Baptist in a landscape, much injured (wood, oil, half the 
size of life). This seems to he by an imitator of Perugino. 

Paris. Louvre. Xo. 443. Half length, Virgin and child between 
SS. Joseph and Catherine ''replica, with the exception of the S. 
Joseph, of that at Vienna, Belvedere, Room 3. Ital. schools. No. 12), 
injured in the lower parts, but broad and warm. 

Parisi. Louvre. No. 444. Round, of S. Paul, hasty and feeble, 
light, and of the master’s late period. 

Picris. Louvre. No. 441. Nativity, w'ood. The composition may 
have its origin in the sketchbooks of Perugino. It is the same as 
that of the Vatican Nativity known as ‘‘Presepio della Spineta”, 
attributed to Perugino, Pinturicchio, and Raphael jointly, but clearly 
by j?pagna- At the Louvre, the cartoon is reversed and the angels 
kneel. The character is that of the Adoration given to Raphael in 
the Museum of Berlin. The same remarks apply to the numbers at 
the Louvre registered in the ‘‘school” of Perugino. No. 447. 448. 
and 440, 

Paris. Louvre. 3fusee Sapoleon III. Ex-Campana Collection. No. 196. 
Now classed in the Umbrian school, at Rome called Perugino. 
Eleven apostles in a boat There is something Venetian here as 
the catalogue justly states. 

Caen. Museum. No. 2. Wood, oil. S. Jerom penitent, in a land- 
scape, less than half the size of life. At the foot of the cross be- 
fore which the saint kneels, one reads with difficulty: “Petrus Pe- 
Tusinus pinxit’’. Completely fiayed. 
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Mustum. Two panels (rournls* reprtrseiitin^ iht* prophets 
Jeremiali an<l Isaiah. (Nut t^een, but, no doubts part uf tho altar- 
piece of S. Ag-oatino, — See antea.; 

IhjnlenHX. Mumim. No. 411 Tirgin an<l cliibl between .SS. Jerom 
and ATi;?nstm (not seen bj tlie antbors;, probably the same 
ilescribed by Constantini > Guida, p, 1S8 as in S. Agostiiio of Peni- 
gia, and said by him to be by a pnpil of Perugino, 

S. Petersburg, Collection of Count Sergei Stroganoff, Half length, 
Virgin w'ith the infant standing on her knee, in a landscape 'wood, 
transferred to canvass,, pretty and gracefnl; taken from a design 
Ijv Perugino, but in the mixed mode derived from him and from 
Raphael by a later scholar, such as Eusebio di S, Georgio or Ge- 
rino da Pistoia in his youtli, indeed not unlike the latter's manner 
in an altarpiece of 1509, at Pistoia (see postea Gerino^. 

5. Petersburg, Collection of H, I. H, the Grand-Duchess Mmie, 
icidota of the Duke of Leuchtenberg, A Virgin and child eoipposed 
like the foregoing (wood, figures one third life size}, and evidently 
of Pemgino’s school, is to be found here (injured]. 

Same collection, Christ in the tomb supported by two female 
saints, and S. John Evangelist (wood, smalli. The composition is 
Perngino’s, the execution by a journeyman. 

Vienna, Belvedere, Room 3, Ital, Schools, No. 12. Wood, oil. 
Virgin, child, and two female saints, replica, with the exception of 
the female saint to the left of the Madonna, of No. 443. at the 
Louvre, The colour is bright and powerful, signed: “Petrus Pern- 
sinus pinxif A replica again is No. 340, at the Pitti of Florence 
(an old copy). 

Vienna. Belvedere, Room 3, Ital, Schools. No. 19. Baptism of 
Christ (small), a copy of no great age (wood). 

Vienna, Lichtenstein Gallerg, The Nativity (round, wood, oil). The 
Virgin kneels in prayer before the infant supported on a sack by 
an angel on his knees. To the right the shepherd^s dance. The 
same idea as to composition as at the Pitti (No. 219} and as in the 
Pavia piece in the National Gallery, The landscape is more like 
Raphael’s than Vannucci’s. The forms are clean, the faces fairly 
expressive, and the handling is careful, though below that of Peru- 
gino, and nearer to that of Eusebio or Domenico Alfani. On the 
gronnd to the right one reads in gold the inscription; “Petros Per- 
msinns (sic) P.’* 

Vienna, Earrach Gallery. No. 235. Wood, round. The Virgin and 
cliild, S. M. Magdalen and another saint; adaptation as to arrange- 
ment of the subject in the Louvre' panel, No. 443, repainted, but an 
imitation of Perugino with the modem signature of; Petrus Peru- 
ginns fee. MDYIIL 
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IJrriden. No. :J2. Head of a young' S. Crispinus; rude 

work in the style of Mtlanzio. 

Dr^.^den. No. ‘2;3. S. Rocli, a pretty little thing, hut not 

by Penigino. 

PerUn. Miusvum, Xo. 146. \Vood, oil. The Virgin enthroned with 
the child in hMiodiction, hf-twcon SS. James the less and Anthony 
the liennit, Francis and Ihmio. Peniglno's design and type by some 
one in the shop, perhaps by Tiherio d' Assiai. The colour is dull 
and hard. 

JlerUn. Mfiseiim, No. 14‘). Ro7ind of the Virgin and child, between 
two angels, iy an imitator of Fiorenzo di Lorenzo. 

Berlin. Museym. No. IdS. Eour.d. Nativity, better than No. 140, 
hut raw and poor; of Perugino's scliool. 

Munii'h, PimthAhek. Calimt'i, N 5S1. Tempera, wood, called 
Rajdisiiel. Baptism of Christ, nsnal ;;rrangeTneut, much injured and 
rt'painted. Amongst the drawings in the ^tiedel collection at Frank- 
fort, there is one of the Baptism of Christ, with an angel at each 
aide. This drawing is assigned to Pietro Penigino. It differs some- 
what from the picture at Munich. On the lack of this drawing is 
a S. Martin dividing bis cloak and giving it to the beggar 
(the latter wears the boms of isifatan}. These figures are drawn 
like those of Kaphael in his youth, to whom Passavant would give 
them. There is no ground in this for attributing to Raphael the 
Munich Baptism which is clearly by Perugino. Purchased from the 
lughirami heirs at Volterra and transferred, in 1818, to Ludwig I, 
of Bavaria. 

Munich. Pinakothek, Cahineis. No. 593, so-called Raphael. The 
resurrection. The Saviour rises from the tomb (Vatican and Mr. 
Barker’s predella). To the right the soldier runs away. In the 
foreground, right, the sleeping guard, on the border of bis shield 
twice repeated: ‘*Rafae Santins”. This inscription is of doubtful 
originality, the piece being much injured and restored. The sleep- 
ing soldier to the left is the same as in the Barker predella. The 
signature of Raphael even though considered genuine by Passavant 
(Raphael vol. I. p. (^) cannot be sustained, the panel being ob- 
viously Perugino's. 

Mimick. Pinakothek. Saal. No. 390. Wood, oil. The Virgin, life 
size, stands between SS. John Evangelist and Nicholas, in rear of 
the infant who lies on the middle of tlie foreground; fine, very de- 
votional, and of bright transparent flesh tone. The child very 
plump, purchased in Paris, in 1815. 

Munich. Pinakothek. Saal, No. 550. The Virgin and child, wood, 
oil, much damaged by cleaning, Bisagreable mask of the Virgin, 
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not a jc-ood production of tiit master, bought at Florence, in 1831, 
for king Ludwig I. 

Munich, Pinakothek, SaaK Xo. 561. Vision of S. Bernard. There 
is a copy of this Vision in S. j^pirito at Florence, tli<' original 
being given by Vasari to Raffaellino del Garbo (VIL 193 . But the 
picture here is a genuine Porugino, much altered by cleaning, yontli- 
ful and fresh in the forms, and powerful in tone. Bought of tlie 
Capponi family at Florence in 18*29—30 for king Ludwig I. 

Altenhmf. Lindenau Collection, Nos. 118. 119. S, Helen. VTood, 
oil, in a niche. S. Anthony of Padua, wood, tempera, in a niche, 
both life size, and perhaps a part of the sides of the altarpiece at 
tlic S.S. Annunziata de' tServi in Florence. These are pleasing and of 
Perugiiio's later time; hasty and slight in execution tops of 
the niches have been cut down;. 

Frankfort, SUcdel Gallery. No. 36. VTood, oih The Virgin holds 
the infant on her knee. He turns towards the young S. John, in 
prayer to the Virgin’s left. The figures are finedy proportioned and 
grandly designed. The tenderness and fetding in the infant and 
Baptist, rival those imparted hy Raphael to the lerranuoTa Ma- 
donna at Berlin. The sky is slightly injured, 

IJvumls, Museum, No. 2T3. Round of the Virgin and child, wood, 
not in Perugino’s manner. 

Brussels, Museum, Not catalogned. Virgin, child and S. John, 
almost life size, very poor and with difficulty to be ascribed to a 
follower of Giannicola Manni. 


* The following works of Pern- 
gino are lost or unaccounted for. 
Florence. . B. Martino delle Mona- 
che, frescos. Vas. VL 3*2. Santa 
Croce, altarof the Serristori ; panel 
representing the Pieta with orna- 
ments on a frame by Andrea di 
Cosimo{Vas.VL39,andIX.110. Al- 
bertiniMeinorialep.15). Camaldoli; 
fresco of S. Jerom before a cruci- 
fix (Vas. VI. 32), copy of the same 
on panel for Bartolommeo Gondi 
(Vas. VI. 32), but see Caen in 
text, Casa Filippo Salviati; round 
of the Virgin and child, partly by 


; Penigino, partly by Rocco Zoppo 
i (Vas. VI. 51), S. Jacopo fraFossi; 
i Penitent B. Jerom (Borghini. Ri- 
poso, IL 150). B. Alarto, cappella 
I de'^Martini, pictures i Rieha.Chiese. 
I Vn,120.) Gualfonda citadel, Pietk 
! and other figures (Rieha,Chiese. IV. 
j 15). In possession of G. B. Deti, a 
.'large marriage of S, Catherine 
; (Riposo, n. 151). 

Perugia. Duomo, frescos in 
cappella de’ Oradini, destroyed in 
1796 (Orsini vita ub. sup. 

p. 186). 
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CHAPTER vni. 

BEEXARDINO PIXTURICCHIO. 


PinturicclaO; tlie partner of Pietro Perugino^ has been 
described by Vasari -n-ith unusual bitterness as more fa- 
voured by fortune than gifted by nature or education.^ 
Eumohr mitigates the severity of this judgment^ at the 
expense of Pinturicchio’s character, and says, we must 
discriminate between the fresh creations of his early time, 
and the empty dexterity of a later period in which every- 
thing is sacrified to the lucre of gain.- Yet, his youthful 
productions are missing and there are no clear traces 
of works undertaken on his sole account previous to the 
completion of the Sixtine chapel.^ No certainty is attain- 
able regarding bis birth, unless we accept Vasari's state- 
ment that he was fifty-nine years of age when he died.*^ 
Assuming this, he was boi*n in 1454, and his independ- 
ent career began at thirty. He was christened Bernardino, 
to which were added Betti (Benedict!) Biagi; but bis ac- 
quaintance often called him Sordicchio because of a 
deafness and the paltriness of his appearance.'*^ He was 
best known, however, as Pinturicchio ; and he probably 
commended the use of this alias, in order that he might 


< Vas. V. 264. 

* Rnmolir (Forsch. nb. sup, IE. 
331). 

* Eosmi(stor. della Pitt. ub. sup. 
m. 182} assigns to PinturiccMo’s 
earl j time a figure of S. Ansano in S. 
Antonio e Jacopo (B. Oaterina) at 
Assisi. Tbis figure and two others, 


near a fresco representing an inci- 
dent from the life of S. James, are 
however by a painter who lived 
after Pinturicchio (see antea p. 124 
in Pietro Antonio). 

< Vas. V. 274. 

^ Francesco Maturanzio, 
chron. Verm, vita nb. sup. 23. 
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be Jistinguislied from a Perugian cotemporary, also called 
Bernardino, whose mediocre pictures are often confounded 
with his. 

Pintiiricchio is the genuine representative of Perugian 
art as it was felt and carried on in the ateliers of Bon- 
tigli and Fiorenzo di Lorenzo. He never mastered the 
diftieiilties of oil medium, but remained almost invariably 
true to the system of tem])era and to the customs of the 
old Umbrians. His Virgin and child in the collection of 
Sir Anthony Stirling in London is one of the first links 
that connects his manner with that of his predecessors. 
It is the earliest of his works with wiiich we are uv- 
qiiainted, a panel in which forms and types, style of draw'- 
ing, and handling, only differ so far from Fiorenzo^s, that 
they receive an additional polish, and combine more grace 
with greater accuracy of execution, better design with' 
more pleasing colour. 

T\Tien Pintiiricchio went to Rome, he did so as Peni- 
gino's paiiner. Vasari says, that they laboured in com- 
pany at the Sixtine,' and the probability of this state- 
ment has already been discussed. As the chapel ap- 
proached completion, perhaps before it was finished, Pin- 
turicchio had gained access to Cardinal Domenico della 
Revere, whose most pressing care after his elevation to 
the purple (1479)*' had been to erect a palace in Borgo 
Vecchio, on the front of which his arms w^ere painted 
by Pinturicchio.'* His next object was the adornment of 
a chapel dedicated to S. Jerom, the first of its kind in S. 
51. del Popolo w4iich Sixtus the Fourth had begun re- 
building,^ on the plans of Baccio Pontelli. On the altar- 


*Vas.V.2(>8. • 

*Feb. 3. U78. (o. s.) 

* Va B. y. 268. The palace was 
vonti^ious to that which Bra- 
iimnte afterwards built for Raphael 
on the Piazza Rusticucci. See Leo 
the Teutlfs brief ratifying tiie sale 
of Kaphaers house in 1520, a re- 

von. Ill, 


cord in which the exact position 
of Domenico’s palace is described. 
Giornale degli archiv. Tosc. ub. 
sup. vol. ly. 248—53. 

^Ecclesia S. M. de populo a 
Syxto nil fuit ab ipsis fundamen- 
tis cum claustro instanrata.” . . . 
Albertini, opuse. ub. sup, 
p. 50. 
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fiicu; Pinturicehin placed the Adoration ol' the Shepherds^ 
with patron iii full rohes »>n his knees before the new 
bom bdirist. Ill five Iniietteft l:e represented scenes iroiii 
the life nf Jenoii. imrodneiie a number of slender 
personages into tli jin with such skill as one might exj^eet 
from a man w]e< Lad witnes-ed the progress of Perugino, 
He gave a graceful movement and a fair shape to the 
infant Saviour hi tlie mode afterwards repeated at Spcdlo 
and tdsewhere. His landscapes are already a medley of 
ri»cks i»f fretful curves tunnelled into holes, and clothed 
with Sparc verdure, a permanent feature in him, and 
essentially characteristic of the Umbriand 

Alnait the time 'ivhou these frescos were completed, 
Gifivaniii della Kovere, Duke of Sora and Sinigaglia, died 
(I48r>k He had also built an oratory in S. Maria del 
Popolo, with the intention of being buried there. His mo- 
nument, as tvell as the rest of the sacred space, was de- 
coratal by Pinturicchio,, probably at the request of Do- 
menico, iiv of Cardinal (Huliano the deceased's brother. 
At the altar, the Virgin and child are enthroned between 
SS. Francis, Augustin, and two other friars, the tliird 
person of the Trinity above in a lunette half-length, giving 
the blessing, the whole in a rich wdiite marble tabernacle, 
bearing the della Eovere arms. To the left, . the Virgin 
is taken to heaven by angels, whilst the apostles stand 
about the tomb. In the pointed alcove of Giovanni’s mo- 
nument (.^hrist is supported in the sepulchre by two angels, 
and in the remaining lunettes five scenes from tlie life of 
the Virgrin are depicted. These pieces are in a framework 

fictive architecture, — columns supporting a real comice 
and resting on. imitated plinths that start from a skirting 


* In the iliHtAnce of thii Xatmte, , all, are in ruin. The blue starred 
the proevssion of the Map i« ceiling’ with its new colour iiicrea- 
gifcn. To tbf' right the hut with ses the had effect created hy the 
the ox am} the ass. The hlne man- , dainaiged cuiniitioii of the frest‘o. 
tie of the Virgin is repainted. The j The iweitients from the life of IS. 
hlue of one i^epho rd, the , Jer»;in are luiich (lamAOfp/? 

jeDov ono - ■» *' 
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tilled with chiaroscuros. Between the plinths ti feigned 
panelling incloses Fimnlated bas-reliefs in iiKaiOchrome. of 
*S. Peter before the Emperor at Konie and his cnicilixion, 
S. Augustin surrounded by various ]>ersonages, the ilar- 
tyrdoin of S. Catherine, the accusation and decapitation 
of S. Paul. In the midst of once rich ornaments 
foliage and children in the vaulted ceiling are the rem- 
nants of four busts of pro 2 jhets and an angel playing, in 
roundS;^ almost obliterated by damp. 

Whilst the failings handed down by Fiorenzo are il- 
lustrated in the feeble aspect and droojnng shoulders of 
the Virgin at the altar, the low’er attainments of a pnjnl 
are apparent in the small heads, in the thin forms and 
broken draperies of the angels of the Assumption. The 
Nativity is a composition often repeated later by Pintn- 
ricehio's disciples at Sienna. The scenes from the lives 
of the saints, in monochrome, are the best in the chapel 
as regards arrangement, action, and proportion of figures. 
They reveal Pinturicchio's contact -with Signorelli and the 
temporary transmission of some of his energetic feeling 
into the weaker frame of his Perugian cotemporary. ^ 

Cardinal Costa was another dignitary, who had founded 
a chapel in S. M. del Popolo after he received the hat, 
in 1479.- For him Pinturicchio furnished half-lengths of 
the doctors of the church in four lunettes, and a scutcheon 
supported by two children in a fifth — all much abraded 
by the effects of time. 


* TheS. Au^istin and his compa- 
nion friar on the right are darkened 
and spotted hy restorers. The Virgin 
of the Assumption is in an almond 
shaped glory of cherubs’ heads, 
raised from below by two angels 
attended by four others playing 
instruments. Behind the tomb 
about whicli the apostles stand, is 
a landscape. The feeble execution 
.of the angels might point to the 
name of Pinturicchio’s disciple 
Matteo Balducci. The distance 


(landscape) of the Pieth in the 
monument of Gio. della Rovere is 
much damaged and repainted. The 
scenes from the life of the Virgin 
are, besides the Kativity, the Pre- 
sentation in tlie temple, the Mar- 
riage, the Visitation (injured by 
damp) and the Virgin seated 
amongst angels. 

* The chapel was founded by him 
in 1479. See Plattner and Bunseu 
&e. BesclireibimgRora’s.80. Stuttg. 
1842. Vol. in. 3. Abth. p. 2X7. 
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The m^M iuul frUfL*e>:?tiil ut' Pintiiricchio's com- 

mission^ in thi> church wii>, however the laying out of 
the dmir-cciling, at tin' rc^iuctt el Ginliano della EoverC;' 
which lie ilid with masterly distribution and pleasant 
cohniring. The t.'i iroliatiMn uf the Virgin in a large central 
medallion; the ibnr doctors of the church standing in 
niches in the aiiglesj 111111 a reciimhent syhil in a shovel- 
frame ahi>ve them, and an evangelist in a round between 
eatjt sybil arc a telling proof that Piiitiiricchio possessed 
tlie Umbrian taste for decoration^ in the absence of higher 
qualities essential to the production of great masterpieces. 
His labours in S. Maria del PopoLj ivere closed in the 
cha)»el of Lorenzo Cibo, founded in I 486 ; but afteriwards 
renewed by a second cardinal of the same name. 

The family, of which Lorenzo w^as a member, was one 
of the most potent in these years at Rome, because its 
head occupied the chair of S. Peter under the name of 
Inmx;ent the Eighth. Scarcely less enterprising as a 
builder than his predecessor Sixtus the Fourth, this 
pontiff raised the Palace of Bedvedere from its foun- 
dations; and in the rooms subsequently transformed by 
Pius the Seventh into the gallery of statues called Museo 
Pio Clemeutino, Pinturicchio covered the walls with a 
panorama of the principal cities of Italy, the entrance- 
door being adorned writh a fresco of the Madonna.- The 
changes introduced since then have left but formless 
vestiges behind, respecting wdiich one can only say that 
the Perugian character of Pinturicchio's time is still trace- 
able in tiicm. 

A more complete destruction awaited the frescos exe- 
cuted for Sciarra Colonna in tlie Palazzo di S. Apostolo, 


* **8. Mftiriii Pupulo. Sant pictiirls exornavit manu Bemar- 

oapelljv varib pkmms et dini Perusini. iu q ” Alber- 

marmoribntf exomatie , majurem tini opusc. ub. sup. p. 50 . 
vtfjri) cap«liaia tiia bt^atitudu ^Ju- 
lias tlie Second; faaduvU, ac variis ** Vas. V. 268. 
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and an altarjneco uf the iladonna ordered by Innocent 
the Ei;rlitli for a chapel in 8. Pietro.^ 

Ill the midst of these ucciipatiuns Piutnriccliiu was per- 
ha}>^ snrprisech in the spring of 1401., by the reappear- 
ance of Ponigino in KomOj in the employ of Giuliano della 
Ihtvere. The protracted and fruitless negotiations between 
Vamnicci and the <'JrvietanSj which now took place, ended 
as we have seen by the call of Pinturiccliio to Orvieto, 
where he agreed tu paint two prophets and two doctors 
of the cdiurch, near the choir of the cathedral. Having 
tinislied these^ as, in the absence of the figures themselves^ 
we infer from tlie record of a payment of 5*1 ducats/- he 
was put to further works in one of the tribunes, which, 
it would seem, consumed a great quantity of blue and 
gold. The superintendents discovered, indeed, to their 
dismay that they had exhausted the means of purchasing 
more. In the absence of these indispensable materials, 
Pintiiricchio protested that he could not go on any longer 
and in a legally drawn up paper (Nov. 17. 1492) declared 
himself free from any responsibility that might attach to 
him in consequouce of his not fidfilling the contract 
within the specified time. One of those growling spirits, 
which are so frequently to be found in councils like 
that of Orrieto, was for turning Pintiiricchio out at once, 
as a squanderer of the church-moneys and an incapable 
artist. But more generous views prevailed*, and Pintu- 
ricchio remained. Three weeks, however, expired before 
an order was placed on -the minutes (Dec. 14. 1492) ^^for 
raising funds to buy blue and gold for the ceilings and 
it is probable that, rather than be idle any longer, Pin- 
turicchio took horse and returned to his old residence at 
Rome.*'^ 

During his absence, Alexander the Sixth had been 
elected to succeed Innocent the Eighth, and had ordered 


these facts in Della Y&lle; Storia 
del Dnomo di Orvieto, in Vasari’s 
annot. V. pp. 270. 1, ami Vermi- 
gUoli ub. Slip, app. XL. and foK- 


* Vas.V.m 

* Vas, com. V. 271. 

* See the proof for the whole of 
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;v rooms, in the Vatican to be built for his 

Piiitnriccliio v.*as instantly engaged to de- 
oorat^; the rirsi tljut wa? ready, and not only finished it;, 
but tive < ’tilers ni within two years. This suite, 

known the Apartnun^nto liorgia, has undergone very 
little alt»‘*ratiori .^inee that time. The first room, or Sala, 
oxiU'tly beneath the j^rosent hall of Constantine, ^vas de- 
nuded vi Pinturicchir/s frescos by order of Leo the Tenth, 
and redecorated by fTitiviunii da Udine and Perino del 
\'agaJ Five others, occupied at present as a library, 
arc still in their ». original condition. Of these, three com- 
municating with eatdi other through the Sala, are lighted 
4-everally by one window opening on the Cortile di Bel- 
vedere, and are longitudinally divided by an arch resting 
un }‘ilasters; the fourth has also a window facing the 
Cortile, but no division: the fifth faces the Cortile at a 
loss obtuse angle than the rest, 

Fi«t Room, next to the ^s,\a of Giov. da Udine and Perino. On 
the wall fatdnjj the window, and divided into two lunettes, the 
Aitnunciition and the Xativity with the ]iapal arms between them, 
in a Toseltt? supported by three ang’cls. In the two lunettes to the 
the Adoration uf the Mapri and the Resurrection, with a line 
kneeling portrait uf Ali^xauder the VP** in the latter. In one lunette, 
Ui iho left, the Assumption and a Cardinal kneeling’ by the tomb 
which the apostles stand. In one lunette, above the window, 
the Ascension, and in the two ceilings a tasteful ornament of ani- 
mak and devices on a blue ground, and eight half lengtlis in 
Kone of the compositions are remarkable. Some, as the 
Nativity and Ascension, arc ill arranged. A certain breadth in 
the drajjferies of the annuneiate angel reveals Pinturicchio’s partial 
famSUarity with the Florentine examples of Domenico Ghirlandaio 
or Lippi. C’oarseness characterises many forms in the Nativity, 
A certain rudeness k apparent in the execution, and the dull 
grey coh>nr is but slightly relieved by light and shadow. Cold- 
ness and lifeleasness are combined in the colour and figures of 
the Adoraliou. Want of style and minuteness of detail are to 
bo noted in the draperies of the Resurrection, and the Redeemer 
in altogether poor. The Ascension, being in the dark, is donbtless 


* Vas. X. 144. 
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>ty 'lih' pr»''rrve»i aulject is tin* A»Ioration, the 

\Yur^t th'* K*c.-’lITOl'tiyli, 

.'Zi'l Thi^ r.joni is <lone than the previous one, not 

(Oilv -with respect to eornposition, but as Te.rar*ls the successful 
aii'I llic: corr-et uf the several parts. The ceilings 

nri' v.'itli mythnlnj-icMl iiicMents in triangular spaces formed 

by u itli the pajcil arms at the central intersection. In 

iliL* vaulting of tlie ar-li wLieli divides the room, episodes arc 
n eatly jdaced in gilt stucco ornaments. Opposite the Tviudow the 
whole lieM is oeenj/ied by Catherine arguing before Maximian, 
the bitter ivell }»roportioned, the former delicate and dignified, the 
action in both not too highly strained. Amongst the listeners in 
turban« and quaint costume, one presents his back to the spectator 
and ]»rdnts to a passage in a book hold up by a kneeling page. Host 
uf the heads seem })ortraits. The draperies are ill cast and bundled 
into supertluous straight folds. The buildings in the background arc 
gilt HtTicc'*, and an arch in the distance stands out in relief. Two 
lunettes of the wall to the right of the foregoing are filled with S. 
Anthony sharing bread with Jf. Paul the Hermit, and the Visitation. 
The first is well put together and powerfully coloured, and the 
inovemeuts of the tfaints breaking the bread are natural and lively. 
In the second, there is more beauty in single groups of females 
sjdiining and sewing than unity in the distribution. An aged 
wurnan seated and a girl twirling a reel as she walks, are par- 
ticularly deserving of attention. The wall to the left contains the 
martyrdom of SS. Caibara andGiuliana, and S. Barbara flying from her 
father. A fountain in the former is raised and gilt. The S. Barbara 
ill the latter is graceful, slender, and rather affected. Above tbe 
dour on the same side is a half length of the Virgin surrounded 
by cherubs’ heads on gold ground. fc>he is teaching the infant to 
read in an open book. The head is said to be the portrait of Giu- 
lia Famese, but Vasari’s description (V. *269) includes a portrait of 
Alexander the Sixth in adoration which is not to be found here. 
Above the window, there is a plain and well intended composition 
of S, Sebastian not without breadth in the nude, but much restored, 
more so, indeed, than any part of these paintings which hare^all 
undergone more or less retouching. 

Third Room. The lunettes of this room are entirely occupied by 
allegorical impersonations of Grammar, Dialectics, Rhetoric, Geo- 
metry, Arithmetic, Music and Astrology which are dealt with in a 
higher style of art than before, with a touch here and there ofPe- 
ruginesque character. The heads are frequently successful in selec- 
tion of type, the draperies often of satisfactory flow; yet one 
still traces in most parts the pupil of Fiorenzo di Lorenzo. A 
figure which most recalls Perugino is one holding a sword in its 
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right hand, and a golden ball in its left, with a head reminiscent 
of those in the Hague Madonna at the Louvre. In front are children 
and adults; amongst the latter one bearded and draped in the flowing 
folds of a mantle after the fashion of Vaniicci. Music is of a re- 
fined form, enthroned and playing the violin, whilst two angels in 
rear supporting a tapestry, two boys playing on the steps, and 
others around similarly occupied, are handsome Peruginesque con- 
ceptions. This fresco alone might prove that Pinturicchio was tire 
assistant of Perugino in the Moses and Zipporah at the Sixtine 
chapel. The sacred and profane subjects in the vaulting of the 
arch, the parting of Jacob and Laban, Lot’s departure from Sodom, 
an allegory of Justice, Trajan and the widow, and another episode, 
are not in Pinturicchio’s manner and if originally by him, have 
been altered by a painter of the close of the sixteenth century.* 

Fourth room. The frescos here have hitherto been omitted without 
just cause from the catalogue of Pinturicchio’s works in the Apar- 
tamento Borgia. They consist of twenty four half lengths. In the 
centre of the ceiling are the words: ‘‘Alexander Borgia p. p. VI. 
fun davit”, and on a “cartello” in the ornament are the eii)hers: 
“MOCCCLXXXXrai”. 

Fifth room. The walls are divided into three lunettes, each 
containing a male and female couple in coiive:i;so soon to the 
knees. Most of these are repainted. In the spandrils of the 
springing curve of the ceiling are the planets with small allusive 
incidents beneath them; as, people fishing below the Luna, per- 
sons reading and talking under the Mercury, and (severally, 
accompanying the Venus, Apollo, Mars, Jove and Saturn) a wedd- 
ing, a pope and a king seated, a fight for the possession of a 
female, a hunt with falcons, and a massacre. As compositions, these 
subjects, where uninjured by restoring, rival the beauty of those in 
the Cambio of Perugia, and are adorned with equal taste. In small 
rounds are the papal arms and other pictorial illustrations. The 
spirit of these pieces differs but immaterially from that of the rest 
of the series. The name of the Borgia: “A. P, M. VI,” on a “car- 
tello” in one of the curves shows that they date from the same 
period; and they may be assigned to Pinturicchio. 

Vast as these decorations are, they wore completed be- 
tween the close of 1492 and the middle of 1494; an interval 


^ Between the" lunettes, two to 
each wall, are tlie papal anas in 
the sp^drils. The figure of Ceo- 
metry is the best preserved fresco 
of this series, that of Astrology is 


the most injured, the head and 
hands being covered by restoring. 
All the figures, however, have suf- 
fered from repainting, and are on 
blue grounds painted with gold. 
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which might at first sight appear too short for one person, 
were he to spend every day without rest; yet Pintiiricchio 
did not devote the whole of his time to it. He was sub- 
jected by the Orvietans to a pressure like that previously 
exerted on Perugino ; and though a brief from Alexander, 
dated the 29^^ of March 1493, required them to wait till 
^^his palace was done;^ they succeeded in bringing 
him back for a w^hile, so that the Pope was obliged, in 
March 1494, to send for him again.- During that year 
and 1495, the rooms of the A^atican received their last 
adoraments, and a large series, of which not a wTeck re- 
mains, was painted in the Castle of S. Angelo.^ 

The secret of Pinturicchio's fecundity lay, as A^asari 
truly says, in the great practise which he had gained, and 
in the emp)loyment of numerous assistants;^ and this very 
facility in carrying out great commissions at a quick pace, 
for patrons desirous of obtaining and enjoying whatever 
they undertook without delay, may be the true cause why 
he was so much in request. His performances at Rome 
were those of a man without genius, living at a period 
when great precepts were generally known and used. 
They were good as representing the skilled labour of art, 
without great claims to admiration as embodying excep- 
tional talents. As a composer, he had no fertility of ori- 
ginal thought. He was biassed by different influences at 
various times on that account; but these did not enable 
him to conceal his deficiencies, although he frequently suc- 
ceeded in single episodes. He had, in the main, the faults 
and the qualities of Fiorenzo di Lorenzo, corrected later 
by the companionship of Perugino. A more pleasing 
system pf landscape-painting, and more meditative types 
were, no doubt, derived from the latter, yet Pinturicchio 
never seriously rivalled A^annucci. His very best landscapes 
are overcharged with details, and full of minute touches; 


‘ Della Valle ; Storia del Duomo 
di Orvieto xib. sup. and Verm, 
app. XL. 


2 Aiiuot. Vas. V. 271. 

3 Vas. V. 269. 70. 

4 Ib. ib. 264. 
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and Hs cotemporarieS; who were certainly not partial 
to the works of the Netherlanders, taunted him with 
being a Fleming in habits.^ His models of Virgins arc, 
like Fiorenzo'S; slender, yet not free from heaviness, mo- 
dest and timid, yet not completely refined; those of chil- 
dren and angels are in the same character, combining 
sentiment with coarseness, the heads covered by more 
than luxuriant crops of frizzly hair. Pinturicchio adopts 
the Umbrian moulds from custom, and sometimes gives 
them a pleasing tenderness, but the heart is not engaged 
in the work as it is in Eaphaefs. As a portrait-painter 
he excels, and he gives with fidelity the features and ex- 
pression of his sitter. His draperies are very full, but 
seldom perfectly cast; and it often happens that the folds 
are both numerous and out of place. His drawing is 
broken, asserting its form less by curves than by frequent 
junctions of lines at angles of varying obtusenoss. In 
perspective he naturally acquired what Perugino know, 
and he followed the progress of his age as an architec- 
tural draughtsman. Ornament is applied with skill, but 
the combination of gilt stucco with fictitious relief is 
open to serious criticism.^ With less excuse than Ori- 
velli, Pinturicchio continued an old and time-honoured 
custom of the Umbrians, at a period when it contrasted 
too strongly with the general spirit of the age to bo 
permissible any longer. His dresses arc, on the same 
principle, ovorladon with rich borders. Ho was far too 
busy during his lifetime to give much thought to oil 
medium, and as he had not the constancy to perfectly 
acquire, he seldom attempted, its use; he thoroforo tinted 
walls, ^ as he did panels, on the system of Fiorenzo 
and Bonfigli; and without any of Perugino’s feeling for 
colour. Gaudy liveliness, or sombreness are the two ex- 
tremes most commonly met with in his pictm’os. The 
vehicle is copious, and the brush full, so as to i)roduce 


^ Vas. V. m. 


VaHari is Uard ou him also for 
this. (V. 209). 
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layers of thick substance and rough siu’face. The 
flesh is stippled over verde, and enlivened even at 
the outlines with red according to the oldest methods of 
tempera. 

Pinturicchio deserves, and is likely to hold no higher 
place in history than Spagna. Both were of the same 
capacity. But Spagna, being younger, was enabled to 
master the changes in the (echnica which Pinturicchio 
neglected, and was not precluded By habit from imitating 
Raphael. 

In 1495, Bernardino was repaid for the industry and 
skill exhibited at the Vatican and in tlie Castel S. Angelo 
by a lease of lands at Chiugi near Perugia, subject to 
an annual payment of thirty ^^corbe^’ of grain, - which 
was commuted at a subsequent period.^- During this or 
a later stay, he covered a chapel at Araceli with frescos 
in a purer and better style than any other that he had 
brought • to completion in Rome. The date of these is 
not ascertained, hut the chapel is said to have been 
founded to solemnize the fortunate extinction of a feud 
between two families.- It is called Cappella Bufalini to 
this day, and may have been adorned at the request of 
some one of that house holding an office in Rome, as 
the Bufalini did who signs his name to the decree of 


1 The deed of g’ift is in Yormi- 
gjlioli’s appendix (p. VIII). It is 
dated in 1495 without particulars 
of day or month. The deed of com- 
mutation in the same author (p. 
X). Piuturicchio’s complaint that 
the yearly payment of tliirty 
‘‘corhe’^ is too heavy is recited, 
and admitted as well founded on 
the part of a ‘‘faithful and devoted 
servant of Alexander and the 
church, to whom a recompense is 
duo for his art in painting and 
adorning our apostolic palace and 
our residence in arc. castri An- 
geli”. The commutation is to a 
yearly payment for three years of 


two pounds of wax- It is dated 
July 1497. A. further brief of 
Oct. :24^*^, 1497 is issued to enforce 
the commutation ignored by the 
papal authorities on the* spot, A 
third brief of May 16‘*^ 1498 con- 
firms possession of the land and 
tenements near Perugia (Chiugi), 
even in the event of non payment 
(Verm. app. XIV and :KV). A 
fourth brief of Pebr. 1499 ex- 
tends the commutation of July 
1497 for a further term of years 
(Ib. ib. XVII). 

* i'lattner and Bunsen, Beschrei- 
bung Rom’s ub. sup. HI. 1. Abth. 
p. 855. 
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1495; granting lands to Pinturicchio near Perugia. The 
theme illustrated by these frescos is the life of S. Bernardino, 

To the right as one entei'S, the saint kneels in prayer with a cloth 
about his hips, surrounded by his friends preparatory to taking the 
vows as a Franciscan monk. On the spandril of an arch in the 
convent where the scene is laid, an angel bears a buffalo’s head, 
the cognizance of the Bufalini. In a round above the arches is 
the Virgin and child, and at an opening resembling a window 
above her, the Eternal amidst angels giving a blessing. In the 
space next to the vows "'(beneath the chapel window) the saint 
discourses and points towards heaven, in the presence of four-brothrou 
and friends, all apparently portraits. Near that again, he is ac- 
companied by a friar and sees in extasy a vision of the crucified 
Saviour. In an opening above, a peacock stands on the sill. On 
the wall to the left, in the lunette, the saint in the hairy dross of 
a penitent, is in the wilderness reading a book, and observed by a 
group of people on the foreground. Below, his body is exposed on a 
bier with women on the loft, and men on the right, amongst the 
latter, two traditionally known as portraits of Bufalini and his son (?). 
On the altar face, the Saviour in glory attended by two seraphs 
shows the stigmata, whilst four winged players stand on clouds under 
him. Two angels, beneath these, suspend a crown above the head 
of S. Bernardino, erect, in the aot of preaching, between SS. Anthony 
of Padua and Louis. The scene is laid in the country about Sienna, 
a view of the city filling a part of the distance. Four Evangelists 
are in the triangles of the ceiling; and on a border in monochrome 
beneath the whole scries are imitations of basroliofs representing a 
triumph, figures of men on horseback, nude females held 4)y guards, 
naked captives in bonds, and an emperor on a triumphal chariot. 
Amongst the accompanying ornaments, heads of emperors are inter- 
spersed, and two angels hold the ribbands of a panel on which the 
name of Jesus is written. 

None of Pinturicchio’s frescos illustrate more completely 
than these his tendency to receive impi’cssions from the 
■works of his cotomporaries. The Evangelists; assigned with- 
out valid reasons to Francesco di Cittk di Gastello,® fully 
represent Pinturicchio’s original style. They are not free 


‘ He signs: “Bufalinus, aposto- 
liose camerm clericus” (Verm. app. 
X). Vermiglioli says, it is probable 
that the Bufalini who ordered the 
frescos, was Lodovico of Oittii di 


Gastello who was “a vvocato con- 
cistoriale” at Komo, and who 
died there in 1606 (Vita ub, sup. 

p.68). 

■‘'Lanzi ub. sup. I. 349, 
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from faults in type and drapery; but the partial coarse- 
ness of the first; and formlessness of the second do not 
conceal the painter’s individuality; or his derivation from 
Fiorenzo. In the Apotheosis of S. Bernardino we are often 
reminded of AlunnO; whilst in other places we think of 
Perugino or of Signorelli. The spirit of the latter is in- 
deed singularly marked in the monochromes of the bor- 
ders. Sometimes the draperies are broadly cast; or float 
with natural curves in a breeze; sometimes they are pal- 
try. A pleasing face gives charm to one angel; coarse 
features detract from the beauty of another. In action and 
atti'^jCtde; a figure like that of S. Anthony of Padua is 
linking for its propriety and truth. The movement of 
another; such as the S. Bernardino kneeling in a hip-cloth; 
is equally remarkable for I’igid awkwardness and bony 
dryness. In general; .at Araceli; the coxnpositions are bet- 
ter conceived than usual; but the dramatis personae though 
marshalled with more art than before^ are too often stiff; 
straight; and lean. The dim grey of flesh-shadowS; and 
thick body of colour are more like Alunno than Fio- 
renzo. ^ 

Other frescos of uncertain date at Rome might be added 
to the list of those completed there by Pinturicchio^ the 
most interesting being the Eternal and Evangelists in the 
ceiling of a chapel; now the sacristy, at S. Cecilia in 
Trastevere;^ and a Virgin and child between SS. Stephen 


1 In the ceiling, the lower part of 
S. John Evangelist is obliterated. 
The two angels at the sides of the 
►Saviour in glory are much injured. 
Of the four lower ones, the first on 
the left has no head. The faces 
are reminiscent of those of Eio- 
renzo and Perugino. But the move- 
ment of one on the extreme right 
tuning his viol, is like one by {Si- 
gnorelli. The angel to the left 
holding the crown over S. Bernar- 
dino, is handsome, the angel to the 
right less so. The draperies of the 
S. Anthony of l^adiia are well cast. 
The broadest style of handling to 
be found in the series as in the 


lunette where the saint sits in the 
wilderness dressed in a skin. The 
condition of the whole chapel is 
remarkable, although some parts 
have suffered from time and res- 
tox’ing. The resemblance of some 
figures to those of Perugino in the 
Moses and Zipporah at the Sixtine 
have perhaps caused the wall 
paintings of the cappella Bufalini 
to be assigned to Signorelli, be- 
cause, it may be recollected, the 
Moses and Zipporah has also been 
attributed to him. 

* The division of this coiling is 
the same as that of the Cambio. 
In the central lozenge sits the (re- 
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and. Lawrence; inside the choir of S. Lorenzo fuori le 
Mura,^ At S. Uroce in Qerusalemmc, a somidoine deco- 
rated with scenes from the life of S. Helen and the 
Eternal in benediction 5 and at S. Onofrio; a tribniio con- 
taining a Coronation of the Virgin and scenes from iho 
legend of the cross, have been classed without proof in 
the same catalogue; but the latter is very properly noted 
by Vasari amongst the works ofPeruzzi/' and the former 
seems a medley of Bonfigli; Signorelli; and Pinturicchio, 
such as might bo expected from one of the numerous 
inferior Umbrians who acted occasionally as journeymen 
in the capital at the close of the fiftoonth century.'* 

On leaving lioino; about the beginning of 1490, Pin- 
turicchio returned to Perugia wdiorc ho ontcTod into a 
contract on the 14'*‘ of Febritary with the brcithrcn of S. 
Maria do’ Eossi; now S, Anna; for an altarj)i(K 5 e; to b(‘ 
delivorod within two yoars.*^ On tlui following 15"^ oi’ 
March he procoodcHl to OrvietO; under an agro(unout to 
paint two doctors of the church in the choir of the Duomo; 
and ho remained tlicvo till the of Novombor, wlnui ho 
received his last payment and (lismissal.’''^ Unlike ,P(jni- 
gino; who corresponded with the Orvictans and mvav 
(lid anytliing for thorn; l^inturicchio loft numerous spe- 
cimens of 'his art in various parts of tlie building, Init 
it is surprising how few of tliom have suiwived. W(^ 
look round the choir, and amongst iho. scemes from th (4 
life of the Virgin by Ugolino (fllario, a fS. Orcigory, 


pniiitcul^ Ktornni hi a j?lory oi’clui- 
rubH. Six trinuj^nlar HpaccH formed 
by producing the sidoH of tlui cen- 
tral lozongo contain the four Evan- 1 
golists, and tlio arms of a patron 
in an ornament of arabo.scimm and 
ThoBO arms aro said to be 
those of the Pon^iani, but Eoroujju 
Cibo when cardinal had th<‘ chundi 
restored, and the dauiagml c<ril- 
ing oxliibits the Hamc Htvlc of art 
as the Borgia clinjubors (hoc Piatt- 
nor and Jtuuson ub. Hup. IH, Ih pp, 
0S9. 044). 


‘ Here also the Htylc is that of 
the apartammito Borgia, 'I’lic pain- 
tod arc.hitoctnral ornament with 
buHtH of HaiutH in rouinlH and Kent- 
chconH Ik ruined by repainting. 
ThcB, Btophon m injnr(5d from the 
same can ho. 

* Vaa. VUI. 2sil. 

® Mcc poHtea (h B. (Japorali, 

In full in Verm, nh. aup. app, 
p. IV. 

^ Vna. t‘oin, V. *i71, tJTib and fX. 
109. 
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and some prophets and angels bear the impress of his 
manner; yet they are so rudely handled and so dull 
in tone, in consequence of original neglect or of subse- 
quent injury that were there no records; one might be- 
lieve Pinturicchio never visited Orvieto at all.^ The ef- 
fects of time have been equally disastrous to the frescos 
wliich he undertook iu a chapel of the cathedral at Spo- 
letO; where a small tribune contains the Eternal on clouds 
amongst angels, a Virgin and child between SS. John tlie 
Baptist and Stephen, and an Ecce Homo, all more or less 
verging on total obliteration.^ 

About the beginning of March 1498, if Pinturicchio 
pfriictiially performed his obligations to the Brotherhood 
and chapter of S. Maria de’ Fossi, the altarpicce of the 
Virgin, child, and Baptist, with its side panels, pinnacles, 
and prodella, were delivered, and it is but fair to say, 
that no one was now more solicitous to furnish care- 
ful and thoroughly finished work. If we consider the 
time in wliich this masterpiece was produced, and think 
of the numerous graceful variations on the same theme, 
composed by Perugino and Raphael, with the suggestive 
help of Leonardo, we are struck by the old fashioned Um- 
brian air of Pinturicchio's conception. The Virgin sits in 
a wide and highly ornamented niche bordered with ^^gro- 
tesques as they wore called at this time, a head of Me- 
dusa in the key of the arch, a griffin and a satyr on the 
arms of the chair, candelabra with pendent corals on the 
capitals of the pilasters. With a sentimental bond of her 


* On tlio HHUU) wallj tiu) Aiimiuciu- 
tiou and the ViHitatiim hociu hy a 
painter following rint.uriochio’» 
inaunor at tho close of the Hixteenth 
ccutTivy. Two angolH on the bottom 
wall of the right nave in tho 
})Tiomo support tlie arms of tho 
“Opera”; they have also somo 
character rominiscent of I'intu- 
ricchio, 

* ''J'hoHci frescos are iu the first 
chapel to tho right of the uutraaco. 
Tho Eternal, seated on a cloud, 


gives the blessing in au almond 
shaped glory of cherubs’ heads, a 
figure inrintiiricchio’s manner and 
softly coloured. Of the two angels 
at the sides one is almost gone. 
Tho Ecce Homo is, scarcely vis- 
ible; the child and saints iu a 
similar condition. Tho frescos of 
tho ItfiptiHtory at fcjpolcto are by 
another liaud (seo postoa fcipagna 
and Jacopo Kiculo). 

® Now in tho gallery of Pe.rugia 
No. 30. 
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small veiled head, she keeps watch over the child, rest- 
ing on a cushion on her knee. He holds a pomegranate 
in his left hand, and grasps with the right a slender 
cross, presented by the youtliful Baptist. An awkwai'd 
affectation marks the action, gait, and costume of the 
latter who stiffly comes forward in a yellow tunic, leg- 
gings, and buskins. A book lies on the ground together 
with a brace of apples and nuts. The Virgin^s face is 
youthful, her hair falling in abundant tresses on a droop- 
ing shoulder, her arms disproportionately short, the dra- 
pery festooned, with the branching loops of fold. The 
child is puny, heavy of head, copiously furnished with 
hair, sharing these peculiarities with the Baptist near him. 
At this advanced period of Pinturicchio’s career, he pro- 
duces a picture every part of which recalls the style of 
Fiorenzo, in charactei', type, and drawing. It is warm in 
tone, successfully fused in the flesh-tints, delicately finished, 
and happily harmonized in strongly contrasted hues of 
drapery, but without unity in composition. The landscape 
is touched up in the distant trees with gold, and done 
with a minuteness worthy of Memling. The handling 
is tempera of abundant irnpasto, stippled up in the 
verde, with yellow hatchings in light, and rod in the 
half shades. A similar delicacy of finish, and copiousness 
of detail are in the S, Augustin and the S. Jerom of the 
side panels. A half length of the Saviour, well propor- 
tioned but lean, is supported in the toiub by two angels 
in languishing attitudes of sorrow. Youthfulness, fresh- 
ness, and even elegance are marked in the half-lengths 
of the Virgin and angel annunciate; and severe gravity, 
sometimes heaviness in the six Evangelists and saints of 
the prcdella.^ Gray, gaudy hues are every whore pre- 


^ The y. Augustin fully robed, 
holds the crozier and heart. 'Fho 
apostles on his stole, are imitated 
embroidery ot‘ the most mimito 
detail. S. Jerom with the lion at 
his foot, book in hand, lu thePiotji, 
the augol to the loft supports with 
both hands the arm of tlie dead 


Christ. Tho angel to tho left does 
the same, Abundant locks cover 
their heads which are like those 
of Ifioreuzo. They wear collars of 
p(iarlrt. The blood (lows from the 
lance wound. The colour is rich 
iukI juicy. The augcl annunciate 
is young and one of the best by 
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dominant. The altarpiece is, in a word; the most careful 
that Pinturicchio ever finished; and at the same time that 
in which he introduced the greatest feeling." 

It is equalled in this respect by the Virgin and child in 
the Duomo of SanseverinO; • which falls short of its com- 
panion only in the roughness of its distemper handling. A 
line engraving; annexed to these pageS; renders descrip- 
tion unnecessary; but it wjU be seen that the masks are 
full and fleshy; and gravely sedate without being ideally 
select; that the portrait is correctly taken from nature; 
and that the landscape is nainute to a surprising extent. 
It is a picture which illustrates of itself the derivation 
of Pinturicchio's style from that of FiorenzO; and the im- 
provement produced by the lapse of yearS; and by fami- 
liarity with Perugino.^ Its date may be approximatively 
that of the Holy Family at S. Maria de^ Fossi. Both 
were probably produced at Perugia. 

PinturicchiO; having received a grant of land at Chiugi 
in payment for his labours at Rome, had settled in his 
native town; as the best place for the pursuit of his 
art; and the most convenient for administering his pro- 
perty. He was fortunate enough in finding patrons but 
he soon discovered that he had made a bad bargain 
with the Borgias, because his rent swallowed up the 
gi’catcr pax’t of his revenue. Having complained of this 
to the Apostolic Chamber; he was lucky enough to find 
immediate response; and *the Cardinal of S. Giorgio re- 
plied (July 28, 1497) to his address in the name of 
Alexander the Sixth; commuting the dues in kind to an 
offering of two pounds of wax, but limiting the com- 


Pinturicchio, reminiscent of one by 
Alunno at La Bastia. There is 
much gentleness and grace in the 
Virgin. The S. Mark of the pro- 
della is full of character. The JS. 
John Evangelist is coarse and 
heavy. All the predella figures 
are half lengths. 

VOL. nr. 


i In a lunette the Eternal (knee- 
piece) in benediction in an almond 
shaped glory, with four cherubs’ 
heads. Other pictures at S, Seve- 
rino are by Bernardino of^ Peru- 
gia, the cotemporary of Pintu- 
ricchio. 


18 
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mutation to a term of three years. ^ He had, no doubt 
had occasion during a long stay at Rome and from a 
constant connection with churchmen, to convince himself 
that their money-dealings were often attended with 
delay and misunderstandings; he now experienced . the 
inconvenience of transacting business with the papal 
agents at Chiugi who distrained on his property in de- 
fiance of papal briefs. He was too confident, however, 
of his interest to submit to this injustice, but complained 
again, and had the satisfaction of discovering that a re- 
primand had been addressed to the overseers at Chiugi, 
and of obtaining restitution of the produce which 
had been unjustly taken from him (October 24. 1497).*-^ 
In the following year (May and October 1498) he had 
the additional pleasure of obtaining the extension of the 
first commutation for the whole time of his lease, and a 
brief of Alexander the Sixth confirming possession of the 
lands at Chiugi to him and his descendants even though 
he should omit the yearly presentation of two pounds of 
wax.^ 

His prospects being thus improved, Pinturicchio de- 
termined to build himself a house, and tlms ))roclaimed 
his intention of living out the rest of his days in 
Perugia. 

Nor was the help of the Borgias withheld from him 
even on this occasion. As Cesar, Duke of Valentino, 
overran the Romagna in 1500, and was visited by the 
artist in his camp at Diruta/hc issued an order from 
thence, dated the 14^^ October 1600, requesting the vice- 
treasurer Alfani to get permission for Pinturicchio to sink 
.a cistern in his ho^s <2 at Perugia. But this is not so 
interesting as the Duke's statement, ^Hhat lie has again 
taken to his service Bernardino Pinturicchio of Porosa, 
whom ho always loved because of his talent and gifts; 

* Tho commutation iii rail in I ® Tb. ib. pj). XFV. and foll^. 

Venn, npp, pp. X. and 1 Ib. ib. pp, XVTI, and foIK 
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and he desires that in all things he should be con- 
sidered as 'one of ours’”.^ It is cl^ar from this that 
Pinturicchio had been employed at Rome by the son of 
Alexander the Sixth. Whether he reaped any further 
advantage from the connection is hard to say, though 
it seems likely that the Duke of Valentino was too much 
absorbed from that time forward in his purpose of carving 
a principality out of Tuscany to think much of painting. 

We are too little acquainted with the relations between 
Pinturicchio and Perugino at this period to describe their 
relative position at Perugia. But it is obvious that Van- 
nucci hold a higher rank than his friend, having been 
called from Florence to the Audience of the Cambio 
when Pinturicchio might have been engaged on the 
spot, but there is no suggestion in books or in tradition 
of the existence of any jealousy or rivalry between them. 
Both had their patrons 5 both had frequently more orders 
to execute than they could well attend to. 

Whilst Vannucci was finishing the Cambio, Pinturicchio 
was beginning a series for Trojolo Baglioni, protonotary 
and pi’ior of the collegiate church of Spello.^ 

In this remote locality, visited twenty years later by Peru- 
gino, the wallpaintings of Pinturicchio are slowly mould- 
ering away from the effects of damp. The Annunciation, 
the Nativity, and Christ disputing with the Doctors, are 
the subjects of the walls; four sybils are depicted. in the 
ceiling; they are highly characteristic of the master. 

The composition of the Annunciation, essentially Um- 
brian in its conception, and rich in the luxuriant archi- 
tectural adornment peculiar to the Perugian school, is 


* This order is in the Coimesta- ' 
hilo-Alfani Arcliivc at Perugia, 
and was comnuinicated by Conte 
Gian Carlo Connestabile della 
Sta^a to Mr. Alfred Reumont who 
published it in No. 47 of the ' 


Kunstblatt (Stuttgart and Tubin- 
gen) for 1860. 

* Arohiv. of S. M. Maggiore di 
Spello in Verm. ub. sup. pp. 88. 
242. 


18 =^ 
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brightly coloured and carefully executed. The palace in 
which the Virgin is surprised by the angel as she' reads 
at a high desk, is vast. Its fenced garden is bounded 
by an arch and colonnade, through which one sees a dis- 
tant view of the hills about Spello. The attitude of the 
Virgin is chaste and calm, her features pleasing, with a 
regular forehead, a slightly hooked nose, and prim mouth ; 
her form a little dry and lean, but fairly, if not perfectly 
proportioned. Gabriel’s is a handsome apparition remi- 
niscent of the angels in the altarpiece of 1496; a noble 
improvement on the types of Bonfigli and Fioronzo, gau- 
dily dressed however, and gorgeously attired. A gcntlo 
expression in the soft features of the Eternal appearing 
in the vaulting, in a glory resting on a cloud, gives him 
a somewhat feminine appearance, and tire long tliin face, 
inclosed in lank falling hair, is like a creation by Alunno. 
The dresses, the ornaments, and the architecture arc all 
in true harmonies. 

The Nativity is a much less successful effort, and creates 
the impression as if Pinturicchio felt liimself incompetent 
to fill the space effectively. He overloads tho ground in 
front of the penthouse; yet each figure is without con- 
nexion with its neighbour. S. Joseph creot; the Virgin, 
two angels, and three shepherds, kneeling, are in a semi- 
circle of which the centre is occupied by tho child, of 
graceful form, stretching its tiny arms to its mother. To 
correct the stillness of this group, a youth is introduced 
to the left in violent action, dragging up a goat as a com- 
panion-offering to the basket of eggs hold by his brother 
shepherd. The procession of the magi advances from afar, 
and other incidents fill the landscape, whilst on tho clouds 
ten gentle angels stand and sing a chorus. Except in 
these, and the Virgin and child, feeble coarseness of 
shape, stiff and awkward action are frequent, and the 
draperies are too obviously arranged to be natural. The 
ornament and gilding obtrude more than usual under 
such circumstances, and tho sacrifice of mass to details 
in the hills and edifices becomes too apparent. 
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The Christ among the doctors before the temple is a 
novel interpretation of a scriptural incident, and gives 
Pinturicchio occasion to remember Perugino’s fresco at 
the Sixtine in arranging a court with a floor of parti- 
coloured marbles and a temple. In the centre and some- 
what in rear of the rest of the company, the youthful 
Saviour disputes with the audience at his sides, whose 
books strew the ground. One on the left is seen from 
behind addressing Christ. Near him Trojolo Baglioni 
with a follower, holding a purse, stands listening. To 
the right is another group, in front of which S. Joseph 
points out the Saviour to the Virgin. A reminiscence of 
Signorelli may be traced in the comparative grandeur 
of her forms, whilst her mien is modestly composed- 
S. Joseph has a double-balled nose and wizened aspect. 

Pinturicchio appears to have considered himself at Spello 
as the direct competitor of Perugino, whom he imitates 
in his distance and accessories. A life size portrait of 
himself hangs on a wall in the Annunciation beneath a 
shelf on which volumes are lying. The panelling under 
it is inscribed with the words: “Bemardinus pictoricius 
Perusinus — ; and between the strings of beads that fall 
from the frame, a palet and brush, his cognizance, are 
added. It would not be easy to find a more -perfect 
contrast than that afforded by the t'viro self-drawn like- 
nesses of the partners in art at the Cambio and at 
Spello. VannuCci is florid and fleshy 5 Pinturicchio sallow 
and loan. Pietro is jocund and healthy; his friend looks 
sour and sickly. The pinched features of Bernardino are 
indeed, those of an habitual sufferer. His eye is small 
and sunken; his nose broadly barrelled, but parted at the 
end by the splitting of the cartilage ; the cheeks deeply 
furrowed and gathered into a few marked wrinkles. The 
upper lip is short, the chin long and dirty from lack of 
shaving, but a melancholy air in the face may be due 
.in part to the abrasion of colour, and the scaling of the 
surface. Pinturicchip also indicates the * time in which 
he finished his work by the date ^^M,CCCCCI.’^ on a pi- 
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laster of the Annunciation;^ but the chapel of the 
Sacrament is not the only one he decorated. He pain- 
ted a half-length of the Virgin and child above the 
altar of the sacristy, and the same subject on an altar 
in the church, both a little less than life size, and in 
the same style as the large series — leaving to his as- 
sistants other and less important commissions in different 
parts of Spello.^ He had been elected in Perugia a de- 


^ A ditcli lias been sunk outside 
the wall of the chapel to draw off 
the damp, but with very slight re- 
sult. The annunciation is the 
least damaged of the series. Each 
subject arched at the top, in an 
architectural border and pilaster 
richly covered with grotesques. 

In the Nativity, the landscape 
and foreground are worked with 
almost Flemish minuteness. There 
are grasses and weeds on the fore- 
ground, a bottle and pack saddle. 
A peacock is on the top of a ruin, 
the ox and the ass at the base 
and in front of the pont-houso. The 
draperies are all touched up with 
gold. The hatching in the sha- 
dows of yellows and blues has 
been blackened by damp. The 
base and left side of the fresco are 
most damaged; and some nieces in 
the distance and elsewhere are 
scaled. In the dispute, two statues 
are placed in the porticos at the 
side, of the temple. The second 
iiguro to the right of the Saviour, 
in a grey dress, holds a scroll on 
which the word: “l^intorichio”may 
be road. The face is not that of 
the painter. Baglioni is a man of 
lifty attempting a smile, in a purp- 
lish dress and cap. h^ur little 
figures are in the opening of the 
templow The perspective hero, as in 
the other frescos, is good. The 
figures on the loft side arc dimmed 
by damp. But in addition to the 
natural causes of damage others 
are superaddod. The whole chapel 
has been restored. The diagonals 
of the coiling arc covered with 


arabesques on gold ground. The 
sybils sit reading on thrones be- 
hind which the sky is seen. On an 
antique altar near the Erythrean, 
the linos of an inscription arc ille- 
gible. The Erythreau sits reading, 
the European with her hands join- 
ed in prayer, the Samian looking 
up. The Tiburtinc prophesies in a 
dancing attitude. The frescos of 
Spcllo have been published by the 
Arundel Society. 

* Opposite the ox-convont of 
the Franciscans of Spcllo, the front 
of a house (No. 30) is adorned with 
a fresco. The subject, a Virgin 
and child, much abraded, but re- 
calling the style of Piuturiccliio, 
and at all events of the J^eriigiau 
school. 

On the hills outsidcSpello lios the 
ox-convont of Girolamo, lu the 
choir of the church is a fresco of 
thoMarriagoof the Virgin, the usu- 
al Perugian compositiou with a 
temple in the distance inscribed: 
“Cappcla Sci Josopi.” The figures 
are feeble round-headed, with 
small circular eyes, all tinged with 
a palo colour without relief. Dra- 
peries and luiir arc done in Pintu- 
ricchio’s manner; and what little 
shadow there is yields a rod dish 
hue. It is a second rate fresco such 
as Hattoo Balducci might have 
painted, with some character akin 
to that of Gerino da Pistoia. 

In the cloister chapel, a Nativity 
by a follower of Pinturicebio’s 
school — and ruder than the fore- 
going, aVirgin, saints, 1:3. /Sebastian,* 
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cemvir in succession to Vannucci, and took office on the 
of April 1501;^ so that either he finished the frescos 
before that date, or after his retirement from office, on 
the 1®^ of June. 

Shortly after their completion, Pinturicchio was invited 
to Sienna by Cardinal Francesco Piccolomini to prepare 
for the decoration of the library in the Duomo. 

Ever since the elevation of -3Eneas Sylvius to the pa- 
pal chair under the name of Pius the Second, the Sien- 
nese had treated the family of Piccolomini with excep- 
tional liberality. The interdiction which excluded all 
nobles from the magistracy, had been raised in their fa- 
vour. Their wealth was great, their influence para- 
mount ; and a clover propensity on their part to rise in the 
highest preferments of the church, expanded that influence 
alike over Rome and Sienna. Francesco Piccolomini, the 
nephew of iEneas Sylvius, had lived for a long time at 
Borne where his palace, near that of the Orsini, was ce- 
lebrated for containing the antifiue group of the three 
Graces.^ As early as 1486 ho erected a chapel in 
the Duomo of Sienna, and lined it with Ligurian marbles 
quarried and carved expressly for him by the Milanese 
Andrea Fusina.'^ Michael Angelo received a commis- 
sion, in 1601, for fifteen statues, of Christ, the 
apostles, and two angels, for its internal ornament.^ By 


other figures — half ruined 
froBco in a ground floor chapel. 

JS'oar S. Girolamo, a room, of old 
sacristy to the clmrcli of S. Andrea, 
hut now a shop for the sale of wood 
belonging to the cx-conventj con- 
tains a Virgin adoring, the infant 
on her knee between SS. Jerom 
and Sebastian, — a common fresco 
of thol^erugian school in the mixed 
stylo of Pinturicchio and Bpagna. 

In the cloister, further, a S. Se- 
bastian of which the head alone re'- 
mains •— also a Virgin, child, and 
S. Koch, coarse and reminiscent 
of Tiborio d’ Assisi. 

* Mariotti. ub. sup. 218. 


^ Albertini (opusc ub. sup.) says 
‘‘Dorn. rev. Francisoi Piccolominei 
Card. Sen. non longe est a praedi- 
cta (palace of the Orsini) in qua 
erant statuas gratiorum positae.” 

® See a letter from Platina to 
Lorenzo de’ Medici recommending 
Andrea and alluding to this work, 
and note to the same in D oc. Son. 
11. 376. and see the will of Fran- 
cesco Piccolomini in Pungileoni’s 
Raphael from which it appears the 
chapel was allotted to Andrea for 
2000 florins of gold (p. 59). 

< The allotment is published in 
full in Doc. Sen. iU, 19 and foie. 
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its side he began, in 1495, the erection of a library 
in -which he proposed to place all the books bequeathed 
to the family by Pius the Second,^ the marbles of the 
entrance and outer face being intrusted to the Siennese 
sculptor Lorenzo di -Mariano,^ the bronze doors (1497) to 
Antonio Ormanni,^ the -wood-carving of the inside (1496) 
to Antonio Barili.^ Pinturicchio was to paint the walls 
and ceiling, and signed a contract to that effect on the 
29^^ of June 1502. 

It is difficult to suppress a genuine surprise at this 
last detei’mination, nor is it easy to determine by what 
canons of taste Cardinal Piccolomini was governed when 
he patronized at one and the same time two men who may 
be said to have stood at opposite poles in art. A pi’clate 
who was fond of classic sculpture and could appreciate the 
value of the antique, who was about to transfer the three 
Graces from his palace at Rome to this very library, 
would naturally admire the creations of Buonarotti; but 
that he should immediately afterwards pen an agreement 
showing that he was partial to the peculiar Umbrian 
style of Pinturicchio, is a contradiction that still requires 
explanation. 

One of the first conditions to which Bernardino bound 
himself was, that so soon as he should have settled to 
painting in the library he would undertake nothing else, 
cither at Sienna or elsewhere. The ceiling was to be 
as brilliant and gay as possible, designed with fanciful 
spacings, colours, and subjects, in the style ^^at this day 
called grotesquo^^, the shield and arms of the Piccolomini 
being in the centre. On the walls wore to bo ten 
stories illustrative of the memory of Pius the Second, 
the ^^figures to be laid in with fresco, and retouched 


‘ The beginning of the library in 
1495 is proved by a record in the 
Siennese archive granting freedom 
from entrance dues for the mate- 
rials used in the building. See 


Verm, annot. 260. and Vas. com. 
V. 282. 

* Doc. Sen. III. 77. 

8 Ib. ib. II. 468. 

^ Vas, com. VIII. 93, 
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secco’^^, ^^the cartoons and their transfer to be done 
by himself; and all the heads finished with his own hand”. 
In consideration of all this, the Cardinal consented to 
pay 200 ducats at Venice for the purchase of gold and 
colours, and 100 ducats at Perugia for the transport of 
baggage and hire of assistants, 50 ducats for the com- 
pletion of each compartment, and the rest at the close. 
Besides, Pinturicchio was to have a house gratis to live 
in near the Duomo, wood for scajffoldings, lime, and sand ; 
and corn, wine, and oil, according to his wants, from the 
overseers of the Cardinal. All that he was called upon to 
do in addition was to give security for the advance of 
three hundred ducats, upon which he immediately returned 
to Perugia, taking with him the descriptions furnished 
by Cardinal Piccolomini.^ 

Pinturicchio had necessarily nothing more pressing to 
do there than to despatch his family and tools to Sienna, 
where he had a prospect of residing some time. But he 
had also to look out for aids at Perugia, and we have 
no doubt that he is correctly described by Vasari 
as having engaged many of the apprentices and work- 
men in the school of Perugino.^ We shall find that 
amongst these young Raphael was probably included. 
Time elapsed, however, before all matters in connection 
with this change were regulated, and it was spring of 
1503 before the labours at Sienna commenced. The 
ceiling was the first part of the library that was taken 
in hand, and some months went by before its elegantly 
relieved frames were coloured and interspersed with 
pictures and monochromes representing mythological in- 
cidents. In compliance with the contract, the arms of 
Piccolomini were emblazoned in shields on the ceiling, 
and the introduction of the cardinars hat into them de- 
termines their date. 

Cardinal Piccolomini was elected on the 21®*^ of Sep- 
tember 1503 at the conclave which met after the death 

1 This most important and inter- uh. sup. III. 9—13. 
esting contract is in Doc. Sen. * Vas. Y, 266. 
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of Alexander the Sixth; and took the name of Pius the 
Third. Had his arms been placed in the ceiling after 
that time, they 'would have been decorated with .the tiara 
and not with the cardinaFs hat.^ Anticipating the ap- 
proach of death as early as April 30. 1503; the Cardinal 
made a will in which lie expressed a desire ^Hhat 
the works allotted to Pintnricchio should bo carried on by 
his heirs, if they were not perfected in his lifetime We 
may therefore conclude that the ceiling of the Piccolo- 
mini, library was begun and finished between May and 
September 1603. The death of Pius, on the 18^‘* of Oc- 
tober, interrupted tlie further progress of the undertaking 
and forced Pinturicchio to seek other pati’ons. Uc 
was fortunate enough to find one in Alberto Arin- 
ghieri; a knight of S. John of Rhodes; who then filled 
the office of rector in the cathedral of Sienna; for 
whom, by the middle of 1504,. he had canied out a 
series of frescos in the circular chapel of S. Giovanni in 
the Duomo.'^ It pleased Alberto, to be represented young 
as he took the habit of a knight of S. John to the loft of 
the entrance, and to the right as an old and boarded man in 
civic dress. Both figures kneel; between them arc two com- 
partments with the Nativity and Decapitation of S. John; 
in an upper course, the Baptist in the desert, the Bap- 
tispa of Christ, the Visitation, and the Sermon of John. 


< This remark has very justly 
been made by Passavant (Uaphaol 
ub. sup. 1.72.8.), but before him by 
Puugiloom. KaphaoL ub. sup. note 
to p. 60. 

2 Boo the extract from his will 
in Passavant (uh. sup, iioto to p, 
78) ami in iumot. (Vns.V.29l), also 
a longer ami fuller in Pungileoni. 
Enphaol. note to p. 69. 

® August 14. 1604. Arcliiv. Duo- 
mo of Bienua annot. Vas* V. 201. 
price 700 lire. — The name of the 
patronis given inLanducci; codex 
MS, in Sienna library 0. II, 30. p. 
82, but besides, read the following 
on the floor of the chapel: 


‘‘D. O.M. 

Quidam D. AlbortuH d. Framdsc-i 
aringherii 

Eques Uhodi nitidm do tempi i 
hiijuH dccorationi 

Iiistaurationiquo solorii ctira ac 
mduKtria. 

Operarii oflicio functus llll otXX 
, annis. 

Insudans, sacollumque hoc divo 
Bapt. ,T(>anni 

Extruons. 1 ( oo sU)i ut ergastnlum 
vivens liber 

Tradatur, sponto curavit 
A, D. MDHIL” 
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Three of these pieces were in such poor condition at the 
close of the sixteenth century, that they were renewed 
by Francesco Rustici, in 1608/ and the rest are damaged 
from various causes. 

But, whilst Pinturicchio was busy on these frescos, 
and waiting for the settlement of the Piceolomini suc- 
cession, he was also painting for Andrea the brother 
of Pius the Third a picture in the family chapel at S. 
Francesco. It was ready in September, and exposed 
to public view in November (8^^) 1504, a great scandal 
being caused by the celebration of a mass at the altar 
to which the canons were forced by Pandolfo Petrucci 
in spite of the interdict flung over the city by Julius the 
Second.^ 

In the meantime, Andrea and Giacomo Piceolomini had 
probably administered to the will of their brother Fran- 
cesco. In September (1504) they renewed the contract 
with Michael Angelo for the statues of the chapel in the 
cathedral of Sienna;’*^ and they probably went through 
the same formalities with Pinturicchio.'^ Yet, the frescos 
of the Library, if resumed at all in the spring of 1505, 
did not exclusively occupy him; and in March (13‘^) he 
furnished the cartoon of Fortune for the floor of the 
Duomo.’** Nor did chance seem as yet to favour the ener- 
getic prosecution of a great pictorial enterprise on the 
part of the Piceolomini, as in June the death of An- 
drea entailed fresh delays and difficulties. 


^ Landx. MS. ub. sup. The re- 
painted frescos are in a worse con- 
dition than those of Pinturicchio 
which remain. They are, the Bap- 
tism, the Visitation and ttfe Deca- 
pitation. 

* Tizio in Della Vallo. Lettere 
Sanesi, ub. sup. III. 9. The picture 
perished in the fire of 1666. 

® The contract, is of the 16**' Sept. 
1504, and recites the original of 
1502. 

4 That Pinturicchio entered into 


a new contract with Andrea Picco- 
lomini is proved by a record, of 
Jan. 18. 1509, in which he is stated 
to have received final payment for 
the frescos of the library: *‘Cum 

hoc sit quod Bemardinus &c 

fecerit multa opera et picturasolim 
magnifico domino Andree olim 
dom. nannis de Piccolominibus, et 
ejus heredibus videlicet Librariam 
in ecclesia catedrali Senensi .... 
&c.” Doc. Sen. III. 14. 

‘‘Doc, Sen. III. 13. and com. 
Vas. V. 291. 
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There is no certainty whether Pinturicchio remained in 
Sienna during the sumnaer, autumn; and winter of 1505.* 
A lease of land at Chiugi; made to him in July 1505 by 
order of Julius the Second, would rather suggest the like- 
lihood of a journey to Eome or Perugia; ^ and a wish to 
reside in the latter city is apparent from the registry at 
that very time, of Bernardino in its guild of painters.** 
In summer or autumn, however, he returned to Sienna, 
where his wife bore him a son in November, who was 
christened Julius Ceesar, after a Perugian lawyer of that 
name, to whom the property at Chiugi was afterwards 
sold; and he took the most active stops to render his stay 
a permanent one.^ 

It was the opinion of Pinturicchio's cotomporarios at 
Sienna, that he excelled Perugino in the art of painting, 
though he was far from possessing the good sense and 
prudence of Vannucci, and he was noted for the empti- 
ness of his talk.^ It is worth while indeed to note the 
amusing pomp and bombast of a petition for immunities, 
addressed to the Balia of Sienna in March 1507, in which' 
this feature in Pinturicchio^s character is illustrated. 

'^Bernardino Pintorieehia. who now addresses the most respected 
officials (of the Balia), is the servant of your Lordships, and not the 
least (Icnown) among^st renowned painters; for whom, as Cicero has 
written, the Romans in early times held hut little. Yet after 
the increase of the empire in oonsoquonoo of the Eastorn victories, 
and the conquest of the Greek cities, they called the host from all 
parts of the world, not hesitating to seize all the finest pictures 
and sculptures that they could discover. They admitted painting 
to bo supremo, similar to the liberal arts, and a rival of^ 
poesy. And artists being usually esteemed by those who govern 
republics, the said Bernardino has elected Sienna to bo his homo 


^ He purchased property from 
the heirs of Neroccio in 1604. 
Verm. 134. . 

* The grant is addressed to Pin- 
turicchio from Perugia under date 
August 18. 1506, with an inclosuro 
from Romo dated the 19**^ of July 

(app. in Venn. ub. sup. p, XXXII). 


® Mariotti Lott. nh. sup. 218. 
Verm. 136. 200, 

^Com. Vas. Vn 280, 

^ Potrum onim Bornardimxs ipsb 
snporasso in pictura fortur; mine- 
ris tnmen sonsus atquo pmdentise, 
quam Petrus visus ost, atque insi- 
pid! sermonis. Tizio, MS. apud. 
Pungileoni (Raphael, note to p. 63). 
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lioping to live and reside there 5 (therefore) confiding in the 
clemency of your Lordships and considering the adverse nature 
of the times, the smallness and diminution of profits and the 
weight of his family; having heard also that craftsmen taking up 
their abode here receive grants of immunities, he prays exemption 
for thirty years from all taxes whatever, whether present or to 
come . . , 

This petition was favorably heard by the Balia^ on 
the 26^*^ of March 1507/ perhaps through the influence of 
the Piccolomini; perhaps also through that of Pandolfo 
Petrucci- It was but one of a series of distinctions 
extended to him at Sienna, having been preceded by a 
grant of lands at Montemassi in 1506.^ 

During that year and 1607, he had the good fortune to 
complete the Piccolomini library. 

The first of ten compartments into which it is divided, 
represents the departure of ^neas Sylvius for the council 
of Basle in the suite of Cardinal Capranica, and is 
engraved in these pages. The next are: — 

Aeneas received by James the First of Scotland as envoy 
from the council of Basle. He is crowned a poet-laureate by Fre- 
deric the Third. He appears as ambassador of the Emperor 
before the throne of the pontiff Eugenius the Fourth, He escorts 
and presents to the Emperor his bride, infanta of Portugal, at the 
gates of Sienna. He receives the cardinal’s hat from Calixtus the 
Third in the Vatican. He is carried in processional pomp after his 
elevation to the pontifical chair under the title of Pius the Second. 
He presides at Mantua the assembly in which a crusade was pro- 
claimed. He canonizes S. Catherine of Sienna, He gives the signal 
for the departure of the crusaders from Ancona. 

In pictorial decorations of great compass some parts 
are necessarily better than others, whether it be that the 
draughtsman labours at one time with peculiar elasticity 
and vigour, at another with a certain languor; or the 
transposition of the drawing to the wall is a,ltemately 
confided to a more or less gifted disciple. The master 


1 The petition and deliberation 
are in Hoc. Sen. HI. 38— 4. 


2 Verm, ub. sup, 136. 
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himself seldom keeps the same level in composition. The 
ten frescos of the Piccolomini library vary for this reason 
in perfection of distribution and in vigour of handling. 
Still, as examples of Umbrian industry they are the 
most successful creations of Perugian art. They haye 
the local stamp of that school and show us Pintu- 
ricchio following the path opened by Bonfigli and Fio- 
renzo. During the career of the; first, it seemed likely 
that some of the broader features of Florentine com- 
position would be transplanted into Umbria*, but the 
sequel proved that the soil was not entirely favorable^ 
and Fiorenzo, by degrees, reverted to the gentler, more 
meditative manner of his countrymen. Pinturicchio who 
followed; and who had occasion to admire the frescos 
of the Ghirlandai, Botticelli, and Lippi, felt their power in 
a slight measure so long as he remained in Pome, but 
showed no further signs of their action when he retired 
from thence. He is more completely Umbrian at Sienna, 
which is close to Florence, than he was in the Eternal city. 
Whilst creative genius is but slightly traceable in him, 
he is evidently disposed to assimilate all the pleasing qua- 
lities peculiar to the latitude in which he works. Without 
losing his own originality he does not remain xxninfluenccd 
by the later productions adorning Perugia at the opening 
of the sixteenth century. It is surprising how much fresh- 
ness and softness he maintains, and how much he reminds 
us of the earliest examples of Eaphaors skill. Vasari was 
obviously struck with this impression when he visited the 
Piccolomini library; and ho was induced by its vividness 
to assign ^^the designs and cartoons'^ wholly to Sanzio.^ 
lie had scon specimens of both, which he thought 
wore by Raphael, and this confirmed him in his idea; 
but he had not compared them with the frescos, 
or ho would have seen that those arc conceived, 
and in every case technically, in the system of Pintu- 


, ’ In the life of Pinturicchio ho 
says all the skotchos and cartoons 
wore by Raphaol. In that of Ka- 


phael ho says some of^tlio sketch- 
es and cartoons were by Itaphael 
(Vas. V. m, and VIIl. 6). 
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ricchio.^ The character of liernardino allows us to think 
that he would be willing to take advantage of the 
precocious talents of such a youth as Raphael, if only in 
giving him rough sketches from which to make more finish- 
ed drawings ; and the resemblance of style between those 
of young Sanzio now at Venice and others which repeat 
scenes depicted in the Piccolomini library strengthens 
the belief that he did so. Of the latter, one reproducing 
the departure of ^neas Sylvius with Cardinal Capranica 
is in the collection of the Uffizi, pencilled on whitish 
gi’ey paper, and outlined with pen, shadowed with 
touches of bistei', and lighted up with white. The squares 
by which the transfer of the composition to cartoon was 
made, still chequer tlie surface. There is little or no dif- 
ference between this magnificent piece and the fresco, 
except perhaps in the landscape. Another, of similar exe- 
cution, in four parts pasted together and somewhat rubbed, 
belongs to Signor Baldeschi at Sienna, and differs from 
the wallpainting in more than one particular. The attitude 
of iEneas between the Emperor and Infanta is changed 
in the latter, and the figures of the middle distance on' 
a background of hills is replaced by a view of the Ca- 
mollia Gate at Sienna. In the sky to the left are the 
words ^^questa 6 la quinta .... to which earlier writers 
add . . V. . . afae^^ but it is supposed that the lines 
are more modern than the drawing. A third at Chats- 
worth represents JEneas before Eugenius the Fourth.'^ 
Were Raphaers name to be withdrawn from these sheets, 
it would be necessary to reconstruct a catalogue of his 
designs. At Venice there are figures which seem counter- 
parts of those we have described, especially as regards 
feeling. The same hand traced them all. One point alone 


^ His description of them shows 
a carelessness not pardonable even 
when one considers that he disliked 
tile works of Pinturicchio. He 
speaks of the l)irth of jEneas Pic- 
colonnni as one of the subjects on 
the library walls which is quite i 
imaginary (Vas. V. 266). I 


2 Com. V as. 296. 

® A curious mischance prevented 
the authors from seeing this draw- 
ing at Chatsworth ; but it is describ- 
ed by Geheimerrath D’* Waagen 
in Treasures. III. 464. 
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remains otscure. K any one should inquire what has 
become of Pinturicchio’s drawings, the answer would be 
very unsatisfactory. Ho must have made many, yet all 
those attributed to him are unworthy of his skill. 

Coincidences of an equally remarkable nature are ap- 
parent in other, and those amongst the best, frescos of the 
Piccolomini library. The coronation of iEnoas, is a beauti- 
fully arranged subject. The Emperor is enthroned to 
the left in a fine court in front of a triumphal arch. 
He places the crown on the- head of the poet laureate 
in the presence of the nobles of his court, the knights 
of his suite and their pages. The gentleness and aflccted 
grace which characterizes Raphael’s sketchbook at Venice 
and his pictures in the period of 1501—4 are notice- 
able in many parts of the fresco. The prodella of 
the Vatican which formed part of Raphael’s Coronation 
of the Virgin, offers the most curious analogies with it. 
Hot only is the group ’behind the young king, in the 
Adoration of the Magi belonging to that prodella, in 
the same spirit as tliat on the right in the Coronation 
of ^neas at Sienna; but a youtli in a light dross turn- 
ing his back to the spectator and looking roimd, as he 
leans his hand on a stick, is the same in both pictures. 
Single figures in each are conceived in Raphael’s manner, 
such as the kneoUng king in the prodella, a type in 
Fiorenzo’s mould reminiscent of Perugino and Pintu- 
ricchio, draped with their peculiar cast of fold. 

The inferences from all this arc clear. Raphael is 
necessarily connected with the production of these fres- 
cos. Sanzio must have been in contact with Pintu- 
ricehio. It is only a question of when and where. 
Without taking Raphael from the school of Perugiilo to 
place him in that of Pinturicchio wo suppose that cir- 
cumstances occurred which made it possible for the younger 
to join the older artist at Sienna. It is even likely that 
they may have been together before; that when Pin- 
turicchio worked the ceiling of the library ho gave his 
rough sketches in part to his assisitant to make up into 
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drawings after tlie fashion so graphically described by 
Vasari in his introduction; and with the help of studies 
for single personages and drapery. Raphael was capable 
of performing a duty of this kind; and Pinturicchio would 
not be disinclined to employ a youth who might have 
learned much from the example of Perugino after the suc- 
cessful termination of the Cambio Hall. Raphael; in the 
outset of his career being more remarkable for genuine 
feeling than for perfect art; snatched; one should think; -at 
an opportunity to increase his knowledge by visiting the 
atelier of more than one master. There are pictures at 
Perugia; such as the Virgin; child, and saints from S. 
GirolamO; now in the gallery, betraying a contact not only 
of Pinturicchio with Raphael but of both with Spagna- 
It has been assigned to all three separately, and there is 
reason for each theory. The Virgin has all the freshness 
of SanziO; the angel to the left points to Perugino, that 
to the right and a S. Francis, to Spagna, the rest, including 
the landscape , to Pinturicchio. But the technical handling 
is not the old one of tempera to which Pinturicchio 
was faitliful during his life time. The colour is moistened 
with oil; and used according to the system of Raphael 
at the period just preceding his adoption of the Floren- 
tine manner, the time when Sanzio and Pinturicchio might 
exchange ideas 5 and the former take from the latter the 
dry, lean, and somewhat bony forms which are to be 
found in the Milan Sposalizio. 

The most telling proof however of the companionship 
between the two artists is this. When Cardinal Francesco 
Piccolomini found that his library had been completed 
(independently at least of the paintings on the walls), 
he caused the three Graces to . be brought to Sienna.^ 
They remained for a considerable time the ornament 
of the Library, and are now in the Academy of Arts. 
They are all mutilated, the central one having lost its 


^ Yasari Y. 267. Albertini, writ- I in 1608. says, the group had been 
ing his opusculum (Gfuide of Rome) \ in the Piccolomini palace atRome. 
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lieacl .and the left leg below the calf; those to the right 
and left being deprived of an arm each. Raphael sketched 
two of them, treating the form with a certain freedom; 
but copying the movement exactly in the sketch-book 
now at Venice;^ at a later period he produced the three 
Graces, now at Dudley House, on the antique model. 
It is thus probable that Raphael and Pinturicchio were 
at Sienna together in 1503, and that they had parted 
before the frescos of the walls wore undertaken. That 
these were only finished later, is shown by the frequent 
reproduction of the Piccolomini arms, either with the tiara, 
or with the cognizance of Castile and Arragon, granted 
by the two Kings, Ferdinand and Henry, to Giacomo and 
Andrea, the brothers of Pius the Third. 

The Piccolomini library is faiidy preserved, though 
slightly retouched in some places and discoloured in 
others. It is one of the few halls in Italy that has re- 
tained its original character. Each fresco is enclosed in 
an arch, the vaulting of which is seen in perspective, 
supported on Active clustered pillars with capitals of gilt 
stucco, resting on plinths. The pictures arc gracefully 
united by angels supporting scutcheons on tho plinths; 
and in spite of their coai*soness in consequence of tlic 
execution being left to assistants, thoy add much to the 
unity and harmony of the whole series. Tho best com- 
posed fresco of the ten, is that of -dSnoas and Oardiiial 
Oapranica proceeding to the council of Basic, in which 
Piccolomini on horseback in front is conspicuous. Great 
care is lavished on its foreground of herbs and flowers.^ 
The embassy before James tho First is richly put to- 
gether, and more than usually characteristic of Pintu- 
ricchio in tho minute detail of the landscape behind tho 
throne and screen. Some of tho faces and even whole 


^ I. 0. now in tlio collection of 
drawings at the Venice Academy. 

* This fresco is fairly presorvod. 
Parts of the sea and ' distance aro 


retouched, ns well as the green 
sleeve of the man holding the 
lance. Tho execution is, according 
to contract, fresco retouched when 
dry. 
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figures- are reminiscent of Perugino’s at the Cam- 
bio,^ An elegant ■ carriage and Eaphaelesque freshness 
may be noticed in most of the personages in the Coro- 
nation ; though here and there want of firmness in pose 
and tread are striking. But this failing is partly con- 
cealed by the prettiness of the groups. Piccolomini be- 
fore Eugenius is also fine; whilst in the meeting of the 
Emperor and his bride, the distribution is artful, and the 
liveliness in the arrangement of the middle ground is 
praiseworthy; the only drawback being the profuse ap- 
plication of gilt-work. The investiture of the hat is 
like Benozzo Gozzoli^s Augustin in his chair at Komc^^, 
a wallpainting at S. Agostino of S. Gimignano. The 
subsequent pieces are less masterly. The general tone 
is bright but without massiveness or power, and there- 
fore less attractive than Perugino would have made it. 
The keys of harmony are gaudy and the surface rough, 
and much of the ornament is, as usual, raised.^ On a 
pilaster to the left of the first subject, and in two scrolls 
on the ceiling abovo the seventh and eighth, the initials 
B. R. have been interpreted as those of Bernardino and 
Raphael, but they are probably intended to perpetuate 
the memory of Romano Bembo, one of Pinturicchio's 
helps.3 

Outside the chapel, and to the left of the high portal 
in the Duomo, Pius the Third receives the papal crown 
inside a lodge filled with people in front of which two 
vast groups of spectators are parted by a halberdier. 
They are kept in order by horsemen, whilst trumpeters 
proclaim the decision of the conclave. With the ex- 
ception of the Pius, which is a statue, the rest is a fairly 
pi’esorved fresco, disharmonized by the bleaching of the 
foreground. At the hours when light is thrown over the 


1 Tbo blue dress of tbe fore- 
ground figure on tbe left is scaled. 

® In general the blues and greens 
of draperies have all been more 
or loss injured by retouching; ajid 


a slight discoloration may be no- 
ticed in tbo chequered pavements. 
All tbe wliite draperies are slight- 
ly raw from abrasion, 

8 See com. Vas. VII. ISl. 
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flight to tlio left. Tlio Baptist holding a rood cross sits writings ou 
the step of the throne, in a forced position. In front of him is a 
desk with ft pair of nippers and other instriuneuts, and the letter 
of Baglioni. To the rij^ht stand 8. Francis, a {yood typo, and fS. 
Lawrence with the gridiron, readings. In tlio border of his dross 
a rich embroidery represents the cruciiixion. To the loft, 8. Andrenv, 
and S. Louis in prayer. The throne and its stuiis arc minutely orna- 
mented. Tlio method of drawing recalls that of Perugino. The 
colour is slightly abraded in some places, and with thi.s exccjitiou 
the altarpioco is fairly preserved. The distance is a hindsca])(^ 
(wood). 

Sp(*Uo\ Ex-chm'('h of the Minorites, On the front of the pulpit in 
this church is a half length of the Redeemer in a round (oil) much 
durkonod by time and restoring. A Haw catting tlio elliow and jat 
of the stomach lias been lilled up and coloured. Tin* panel is also 
vertically split in half. The lup.s of the Itiuleomer who holds a 
banner ai'O in a rod cloth. The typo is good, roealllng those of 
Fiorenzo and Bonoz^io, loan too, and probably executed by Pintii- 
riochio about 1500. 

Sie7im. AemUnij, i^tmza <la* quadri dl Srtioie diverse. No. 45. 
(Round, wood, tempera.) In its old gilt and oruanieuted frame. 
Holy Family. The Virgin sits to the loft in a graceful attitude ou 
a mound with a hook in her left hand. Her face is perhaps one 
of the most pleasing that Binturicehio over created. Neatly trimmed 
hair is tied in a veil, the whole <|uite Raphaele«<iiio. Hhe points 
with her right to the Baptist who walks away from hor arm in arm 
with the youthful (hirist; tlio latter wearing a hair dress, the former 
a white flowered tunic. The ground is overgrown with herbs and 
flowers; a fountain is in the middle ground. Lithe distance to the 
right is 8. .L*rom in prayer, and to the loft a friar, K, Joseph be- 
hind the Virgin holding a barrel and brtmd. The head of the latter 
is well modelled, hut somewhat pinched in featuros, his forms 
precisely deflued. M'he action of the Baptist is a little alfected, the 
youthful dhrist heavy in frame and limb. The colour is rich, 
the touch (dear and firm, the ornament minute and profuNo; and 
the panel is one of the (^xciuisite (»ueH of Biiituri(?chio, dating about 
the time when the first Piccolomini froscos were complotod. 

Sienna, Aeademy, No. 35J. .Wood. Nativity, 'riie child, in a 
pretty movomeut, lies on the foreground, pinguid inform; near him, 
loft, the Virgin, pretty and plump like one of Hpagna’s r(}ruginos(pie 
Madonnas, B, Joseph, on the right, of paltry aspect, sits behind tho 


i Noted in ,anuot. Vas. 271 1 202. in Verm. XLIH. and 17B. 
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infant, and raising its veil, causes it to awake and look round at 
the Virgin. In rear are two shepherds in prayer, in the sky, three 
injured angels. In the distance the angel announces to the pastors- 
To the left an edifice. The panel, in its old gilt frame, is 
broken and angular in drawing, the colour washy and of slight 
relief. It seems to be of Pinturicchio’s later time, carried out in 
part in his atelier by Matteo Balducci or some other. 

Monte Oliveto^ near S. Gimignano, Virgin enthroned between two 
saints (life size, wood, distemper), ascribed by Rumohr to Pacchia- 
rotti (Forsch. III. 45), but more properly by Gaye, (Carteg. II. 484) 
to Pinturicchio. It is to be borne in mind that this master had 
many journeymen at Sienna (Matteo Balducci amongst others) and 
that his style was not without influence on Pacchiarotti. We do 
not trace the hand of any pupil in particular at the Piecolomini 
library, nor can we do so in the panel at Monte Oliveto. Like the 
foregoing it still hangs in its old frame. The Virgin sits on the 
clouds and prays. Rays issue from her almond shaped glory in 
which there are eleven cherubs’ heads. The distance is one ofPin- 
turicchio’s usual ones. To the left in front kneels a Pope of 
slender frame with the twelve apostles in the embroidery of his 
stole. To the right, a kneeling bishop. The touch is very careful 
in every part, the colour rosy and light and fairly relieved by light 
and shade, the draperies straight. The landscape has the green 
freshness of spring. The general aspect is that of a bright but 
opaque miniature. 

Sienna, S. Maria degli Jngeli, better known as II Santuccio, A 
Nativity called Pinturicchio (Taia^ Guida ub. sup. 104. Paluschi, 
Giiida ub. sup. and Verm. 184) of a low tone and flat, and more 
like a work by Pacchia than any other Siennese. 

Rome. Vatican Museum. No. 19. Originally at La Fratta, near 
Perugia (wood), a Coronation of the Virgin with the twelve apostles 
below in two groups, (life size) and five friars including S. Francis 
praying on their knees in front. This picture has been catalogued 
by Orsini and Mezzanotte (Vita di Perugino pp. 127. 8) as by Van- 
nuccL -It has become untransparent and heavy from successive 
varnishes, but was originally a fine Pinturicchio of about the year 
1500. The figures are pleasant and of a youthful mould. 

Rome, Galleria Borgkese. No. 49. 61. Scenes from the life of 
Joseph, part of a “cassone’’, hastily handled in the manner of Pintu- 
ricchio. 

Rom. Mitseo CrisHano. Press XIIL Marriage of S. Catherine. 
Small tempera panel quite like a Pinturicchio. 



290 THE FIFTEENTH CENTUEY. Chap. VIIT. 

Same Gallery. Press XIV. A pope at the mass between S. Jerom 
and S. Thomas receiving the girdle, a small Umbrian panel of a 
reddish tone, reminiscent of Pinturiecliio and Spagna. 

Flore 7 ice. Ptiii Gallery. No. 341. Adoration of the Magi (wood). 
On the base of this small picture are the arms of the Vitelli of 
Cittk di Gastello. The distance is very rich in episodes. A dull 
tone, unsatisfactory drawing, and rude touch, create doubts as to the 
authorship of Pinturicchio. It may be by one of his pupils. 

Florence. Galleria Lombardi (wood). Virgin and child with a pretiy 
and careful landscape distance, a small and fair creation of the 
master. 

Florence. Collection of the Duca Sti^ozzi. Christ on the mount with 
the three apostles asleep in the foreground. This is a small panel 
in Pintiiricchio’s style. 

Florence. Torrigiani Gallery. Nos. 11. 13. 23 (wood). Incidents of 
a marriage, small and not without merit, in tho master’s manner, 
but handled without his usual power, and perhaps executed by a 
pupil or imitator such as Tiberio d’Assisi. 

Naples, Mtisenm. Originally in the Cappolla Paolo Tolosa at 
Montoliveto near Naples (Vas, V. 170). Assumption (wood, tempera). 
Three angels at each side of tho Virgin, S. Thomas in the middle 
of the foreground, with the apostles about him. The ligures are 
a little under life size. Tho tempera is injured and hard from re- 
peated varnishing. Some heads are still fine, and the piece wa.s 
originally a good one. 

Giiid di Costello. Luomo. Sacristy. Wood, tempera, figures half life 
size. Genuine half length of the Virgin holding tho infant erect in 
the act of benediction, with tho youthful Baptist at one side. 
Landscape distance, much injured by the scaling of tho flesh. 

Citid di Gastello. S. Gio. Decollato. In this church is a banner 
with a figure of S. John. It has boon given by Vormiglioli to 
Pinturicchio (p. 79), but is a low class production already noted 
elsewhere (see school of Signorelli, antea). 

Perugia. Gallery. No. 143. Lunette, transferred to canvass, first in 
the convent of S, Anna, represents the Virgin and child, but has 
been injured. 

Same Gallery. No. 236, A S. Dominick; — is of Pinturiochio’s 
school. 

Perugia. S. Pietro. . Annunciation, in a chapel to the loft as one 
enters, assigned to Pinturicchio, but see postea in Spagna. 

Milan. Palazzo Borromeo. Wood. Christ on tho way to Golgo- 
tha. He cames his cross assisted in front by a man drawing it 
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forward with, a coi'd. An execxitioner pushes him from behind. As 
he walks, the Saviour turns round to the Virgin on the left, who 
follows the procession attended by the Marys. In the distance Grol- 
gotha appears. The officers of the execution raise the crosses. A 
castle crowns a hill, and flights of birds are in the heavens. On 
the border one reads: ‘‘Questa opera e di mano Bel Pintoricchio 
Da Perugia MCCCCCXIII”. This miniature panel which seems to 
have been in Pinturicchio’s atelier at his death, is equal in fresh- 
ness, carefulness, power and richness of colour to the works of his 
best time. The females move with a grace akin to that of Peru- 
gino. The Christ is noble in action whilst the naked man pushes 
him, but other figures are strained and somewhat angular in 
drawing. There is great richness in the ornaments and land- 
scape. 

Guhhio. Buomo. N«*itivity in an arched rectangle supported on 
pillars, in the ornament of which one reads: “Leone X sedente”. 
Vermiglioli assigns this (p. 112) to Pinturicchio though it is clearly 
of a later time hy some itinerant limner in possession of a tracing 
belonging to the master. The picture is in oil, sharply outlined, 
incorrectly drawn, and dusky in the shadows. The painter seems 
the same who worked imitating Spagna at' Viterbo. 

Viterbo. CMesa degli OssermntL Here is also a Nativity. The 
style is that of Spagna’s pupils, such as Jacopo da Norcia, or the 
Perugian Orlandi who was assistant to Sinibaldo Ibi. 

Assisi (near). Torre d' Andrea, Churck of S, Bernardo y two miles 
from S, Maria degli Angeli, On the high altar is a distemper on 
panel representing the presentation of Christ in the temple (eleven 
figures) with S, Bernardino kneeling in the middle of the foreground. 
This is a mediocre production by a pupil. 

Bettona (near). Ex-church of S. Simone. The walls of this aban- 
doned church are filled with paintings in the mixed manner of Pin- 
turicchio and Spagna (see the latter, postea). 

Amelia (near' Spoleto). Ohurckof ex-convent of the Minori Reformati, 
Wood. Altarpiece. Virgin and child between S. John Baptist and 
S. Francis, in the mixed character of Pinturicchio and Spagna, and 
possibly by Tiberio d’Assisi. In a lunette is the Eternal between 
two angels (goldground, in part repainted)^ 

Dresden. Museum. No. 24. Catalogued as unkown, but in the 
Umbrian school. (Wood, tempera). This is a portrait of a youth 
with long hanging hair in a red cap an4 dress by Pinturicchio. 
The distance a landscape. 

Berlin. Museum. No, 143. The Virgin and child (wood, tempera), 
the most favourable specimen of Pinturicchio in this gallery. 
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Sa 7 ne Gallery, No. 13-4. Annunciation (wood). Umbrian in char- 
acter, but of small importance and damag’ed in the flesh tints. 

Same gallery. No. 136. Bust portrait of a youth in a blach cap, 
with fair hair, rough in sui*face and too feeble for Pinturicehio. 

Same Gallery. No. 142. 149. Episodes from the life of Tobias. 
These are good and interesting, but they exhibit marks of Tuscan, 
mingled with the Umbrian, education. 

Same Gallery. No. 132. Adoration of the Magi. Originally in S. 
Caterina of Faenza, and painted for the Manzolini family of that 
place. We shall give reasons for assigning this picture to Giovanni 
Bg.ttista (Bertucci) of Faenza. 

Vienna. Esterhazy Gallery. No. 49. Tiberius Gracchus, given 
to Pinturicehio, but probably by some follower of Signorelli (see 
antea, school of Signorelli). 

Altenhitrg. Lindenau Gallery, Wood, oil. Panels representing 
busts in rounds and figures of virtues in variously shaped panels, 
originally part of a ceiling, said to be by Pinturicehio and cer- 
tainly like a production of one of his scholars such as Balducci. 

Schleissheim. Gallery. No. 1116. Virgin and child, between S. 
Jerom and John. A poor imitation of Pinturicehio and much re- 
painted. 

Paris. Louvre. No. 292. Virgin and child, no doubt by Spagna 
(see postea). 

Paris. Louvre. Musee Napoleon 111. Nos. 172. 173. The judg- 
ments of Solomon and of Daniel, catalogued as of the school of 
Perugino (wood). These are fairly composed and carefully executed 
in Pinturicchio’s manner, and if* not by him, might be by Tiborio 
d’ Assisi, 

Same Gallery. No. 174. Virgin and child in the same class as 
the foregoing, perhaps a little better. 

Same Gallery. No. 176. Virgin and child, half length, in a glory- 
of cherubs. A poor work, somewhat like a production of Mainar- 
di’s school. 

Same Gallery. No. 181. Wood, arched. Nativity assigned to Pin- 
turiechio, but by one of his disciples, coarse and much repainted. 

Same Gallery. No. 182, Virgin, child and donor (wood), much re- 
touched, hut in the manner of the foregoing. 

Same Gallery. No. 195. Virgin and child between S. Gregory and 
gliother saint, more in Pxnturicohio’s style than the above. 
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London, National Gallery. No. 693. S. Catherine and a kneeling 
monk, with a landscape background. This is a fair example; but 
the figures are a little feeble. 

Same Gallery. No. 703. From the Wallerstein collection. The 
Virgin behind a parapet on which the infant stands. A minute but 
somewhat cold and restored specimen of Pinturicchio’s skill. 

London. Mr. Barker's Collection. Ulysses and Penelope (? Colla- 
tinus and Lucretia), genuine fresco from the palace of Pandolfo 
Petrucci at Sienna. On the right a female at her loom, a girl near 
her winding from a skein with which a cat plays. On the left 
seven youths have entered at a door. A seaport with ships is seen 
through a window. 

Other pieces in this collection of Umbrian character are of less 
importance than the above. 

London. Dudley House. A Baptism between SS. Augustin and 
Ambrose. A Friar preaching. These small fragments of a predella 
are either by Pinturicchio or one of the assistants in his school. 

Ireland. Brinsley Morley, Esq. The Death of Hector and the Tak- 
ing of Troy’ assigned to Pinturicchio in the Dublin International 
Exhibition. These two little panels are not purely Umbrian in 
character, the technical execution being reminiscent of the Floren- 
tine school, as represented by the art of Sebastian Mainardi. 


A few words on Bernardino of Perugia. 

The March ese Eicci published a valuable work in 1834 entitled: 
Memoirs of the painters of the march of Ancona. In the course of 
his search for documents and proofs in support of his narrative, he 
discovered that Bernardino of Perugia or Pinturicchio (as he sup- 
posed) had begun to reside at San Severino in 1509, and that he 
had done, in 1624, an altarpiece, now in S. Domenico of S. Seve- 
rino representing the Virgin and child, between SS. Severino, Do- 
menico, Eosa, and Venanzio.^ At a later period, Signor Giuseppe 
Kanaldi to whom Marchese Ricci had been indebted for the disco- 
very of records justifying the foregoing statements, furnished Ver- 
miglioli with a fuller notice of them, from which it appears that 
Bernardino of Perugia made scutcheons for the magistrates of S. 
Severino in 1602. 3, and completed other labours in the following 
order: 1609; a Standard for the Duomo of S. Severino (existing in 
Vermiglioli’s time, and signed: “Bernardino Perusino pinxit. Hoe 


^ Ricci ub. sun, 11. 86. 
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opus fieri fecit Pierantonius de Gentilibus Acciaccbaferri pro sua 
devotione, 1609.”)* 1513; Pennons. 1514; a panel ordered in 

1612 for the cburcli of S. M. di Mercato, and an altarpiece for the 
chapel of the Public Palace. 1519; He is taxed with other citi- 
zens.* Colucci (Antichitii Picene ap. Verm. p. 74) notices an altar- 
piece at La Bastia, near Fabriano, which he describes as signed: 
‘‘Bernardini de Perns, pinxit”. 

We have not seen any of the pieces noticed by Ricci and Ver- 
miglioli, nor have we visited La Bastia, near Fabriano, which is a 
different place from La Bastia, near Perugia, but we have seen 
other pieces of interest in this inquiry. Premising that Bernar- 
dinus of Perugia who was still living in 1519,^ cannot be Pintu- 
ricchio who died at Sienna in 1513, we note first a Marriage of S. 
Catherine assigned by Vermiglioli® to Pinturicchio, in 

Perugia. Church of the Convent of S. Catherine. Second Altar to 
the right (wood, tempera, almost life size). The Virgin enthroned 
with the child who takes the ring from S. Catherine. S. Peter 
stands to the left; S. Mary Magdalen and S. Benedict to the right. 
In front, the young Baptist holds the reed cross. Four angels fly 
above the throne, two of them with flowers, two playing instru- 
ments. Umbrian character is apparent in the length, leanness, and 
affected action of the frames and heads. The outlines are mecha- 
nically and incorrectly drawn, the draperies without style. The colour 
of a dull neutral tint and of a dry thin substance, is slightly re- 
lieved by red shadow. The treatment of this picture and its pecu- 
liar hatching recall to mind the works of Carlo and even of Vit- 
torio Crivelli whose influence extended to the painters of S. Se- 
verino. 

Perugia. Gallery. No. 66, Catalogued under the name of Bernar- 
dino of Perugia. Virgin, child, and infant Baptist between S.’ Fran- 
cis and another saint (wood, life size). The group of the Virgin 
and two children prettily conceived and recalling in that sense only 
Raphael’s in the altarpiece of S. Antonio of Perugia, lately in the 
Colonna Palace, but in 1859 — 1860 in the Royal Palace at Naples. 
The execution, however, as in the foregoing. 

Seme Gallery. No. 44. Catalogued as above. Wood, half life 
size. Coronation of the Virgin, an angel at each corner, a concep- 
tion and movement also recalling those of Raphael, but by an 
artist unable to realize them. The costumes are fanciful, and gold 
is profusely employed. The execution a little less rude than the 
above, yet the manner similar. 


* Verm. ub. sup. 74 and foil. | * Verm. ub. sup. 39. 228. 
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Perugia. In private hands, but originally in S. Severo. A Virgin 
and child with a saint in front, and two more at the sides* Two 
angels attend in rear. Similar to the last. 

London. Dudley House. (Wood, tempera, a third life size.) Vir- 
gin holding a bird by a string, the infant Christ in her grasp, with- 
in an arch decorated with fruit and flowers. Like the preceding 
with a mixture of the schools of Squarcione and Crivelli. 

The painter of all these pieces is an Umbrian who preserves the 
stamp of his countrymen in the character, type, and action of his 
figures. The handling, the system of tempera, costumes and copious 
gildings are those of the San Severini, of Carlo and Vittorio Cri- 
velli. Either he went early from Perugia to Sanseverino, or he 
was born there. One traces the effort of a follower of Crivelli to 
assume the Perugian manner rather than that of a Perugian desi- 
rous of appropriating that of Cnvelli. The place where the 
records of Bernardino of Perugia have been found, is S* Severino. 
The pictures above described are like those of the San Severini 
and Crivelli, and those amongst them which are in the Gallery of 
Perugia, are attributed to Bernardino of Perugia. We therefore pos- 
sess enough to determine the style of Bernardino who was so long 
confounded with Pinturicchio. Yet, we must not forget that another 
picture exists under the name of Bernardino of Perugia, It is in 

Paris. Louvre. No. 289. Subject; — the Crucifixion with numerous 
figures. Orsini assigns it (Guida di Perugia) to Pinturicchio with 
the date of 1618. It is an Umbrian work in oil, by a man of a 
coarse fibre, but full of power and life, a cotemporary of Giam- 
battista Caporali, Cocchi, and Paris Alfani, but not the same artist 
as the author of the foregoing series, unless he completely altered 
his manner. 


A few lines also for Matteo Balducci. 

This third rate artist was born at Eontignano, and is known by 
a contract of 1609 (in which his name appears in the capacity of 
a witness) to have been in connexion with Pinturicchio (com. Vas. 
XL 164). He had, however, gained no great proficiency there when 
Pinturicchio died. In ‘1617, he was bound apprentice to Bazzi for 
six years (Doc. Sen. III. 72). Gualandi has published a contract 
and payments for an altarpiece by him in S. Francesco di Plan 
Castagniano in Montamiata 1623 — 1524 (memorie ub. sup. ser. II, 
pp. 17. 18). There are returns of his property in CitU della Pieve 
for the year 1543, and he was a municipal councillor in that place 
in 1660 and 1663 (Mezzanotte Vita di Perugino ub. sup. 286). 

Matteo Balducci is the author of the following pictures. 
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Sienna, S Spinto. Cappella de' Borghesi. Altarpiece (wood, oil), 
assigned (FaluscM, Gnida 142. Taia, Gnida 111) to Matteo di Gio- 
vanni. Assumption of the Virgin. By the side of the tomb, below 
the glory, S, Francis and S. Catherine of Sienna, and in front two 
infant angels. Two seraphs at the side of the glory bear flower 
pots. In a lunette, the Eternal in benediction in a halo with che- 
mbs’ heads. The Virgin’s face is softly expressive, but the figures 
generally are feeble, and the colour is dim, washy, and without re- 
lief. The angels in front of the tomb resemble those at the 
base of the plinths in the cappella Piccolomini. Balducci is 
therefore an Umbrian of the school of Pinturicchio. The predolla 
of this picture representing the Virgin with the dead Messiah on 
her lap, with S. John Evangelist and the Magdalen, S. Francis re- 
ceiving the stigmata, and S. Catherine, is in the same style as the 
altarpiece, and now in 

Sienna, Academy. No. 213. There are further in the collection: 
No. ,311. Half length of the Virgin and child, between SS. Bernar- 
dino and Catherine. No, 307. An Angel in adoration (small panel). 
No. 321. Virgin and child between SS. Jerom and Francis. No. 310. 
316. 312. 318- The two first, in tempera, figures of Justice and Faith, 
The two last, in oil, Fortitude and Charity. 

Sienna, S. Maria Maddalena. Nativity (small), an Umbrian com- 
position on the model of Pinturicchio, of a light colour, and feeble 
in character, variously assigned to Perugino and Pinturicchio. 

Same convent. Virgin and child, and youthful Baptist, reminiscent 
of Pinturicchio, and perhaps by some other of his pupils than Balducci, 

Paris. Louvre. Musie Napoleon 111. No. 195. Virgin, child and 
Saints, classed in the Umbrian school, careful, 'but feeble tempera, 
in Balducci’s manner. 

There is no trace of the influence of Bazzi on Balducci in all 
these pieces. 



Chap. IX. 


LO SPAGXA. 


303 


CHAPTER IX, 

LO SPAGNA. 


The most interesting figure amongst the PeruginesqueS; 
Raphael always excepted; is that of Giovanni di Pietro, 
known in his . own time and by posterity as lo Spagna. 
The darkness which conceals the history of his birth 
overspreads the greatest part of his career# There is no 
knowledge of the period when he joined Perugino, His 
life is a blank until 1507, when he appears for the first 
time as an independent master at Todi.^ The qualifica- 
tion of Spaniard appended to his name in a document of 
that period leaves no doubt as to his nationality; but the 
artistic education which he received was purely Italian; 
and he seems to have been bred to the profession of a 
painter under Perugino and Pinturicchio. 

As such he is as a candidate for a share in the exe- 
cution of the ceiling at the hall of the Cambio, or of the 
double altarpiece at S. Francesco al Monte, ordered of 
Vannucci in 1502* The style which characterizes his au- 
thentic works in Spoleto may be traced in the Martyrdom 
of S. Sebastian of 1505 at Panicale, and in a fresco of 
the same period in S. Agostino of that place.^ He was 
the companion of Raphael at Perugia during their joint 
stay in the school of Perugino, and after Sanzio began 
to labour on his own account in Cittk di Gastello. His 
manner is a mixture of the Peruginesque and Raphael- 
esque, without the high qualities of either; and its ear- 


1 See postea. 


I * See antea. Perugino’s life. 
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liest development is to be found in the youthful and some- 
what feeble Nativity at the Vatican, called the Madonna 
della Spineta from the convent near Todi, for which it 
was commissioned.^ 

There is very little in this composition calling for spe- 
cial remark. The infant, lying on the foreground, with 
its fingers in its mouth; S. Joseph to the left, on one 
knee, expressing surprise by startled action; the Virgin 
to the right, resigned ^nd in prayer; two angels in rear 
between them and a third in immediate attendance be- 
hind the mother of Christ, fonn the principal group. In 
the middle distance, two shepherds, and others on foot 
and on horseback in a landscape; to the I’ight, the pent- 
house and cattle; in the air, three angels, erect, singing 
from a long scroU — this is all. The peculiar traits in 
the piece which distinguish Spagna, are the long head, 
neck, and shoulderless frame of S. Joseph, the square and 
lanky shape of angels, curt proportions of hand and foot, 
and overcharged drapery. Superadded are, gravity of 
demeanom*, an ashen grey coolness of tone, equal finish 
of parts in fore and background, minuteness of detail 
without great relief by light and shade. The picture, 
though painted in oil, looks washy and pale. It is the 
first impression of an arrangement repeated with varia- 
tions in the altarpiece of the Ancajani at the Berlin Mu- 
seum^, The annexed outline of the abraded distemper- 


^ No, 29. Gallery of tlie Vatican 
assigned by Vermiglioli (Bernar- 
dino nb. sup. p.42) to Pinturiccbio, 
by Orsini (life of Perugino ub. sup. 
p. 104) to Vannucci, and in des- 
criptions of the Vatican, to Peru- 
gino, Pinturiccbio and Raphael. 
T'he latter theory seems counte- 
nanced by Passavant (II. 5 449) 
when describing a head of S. Jo- 
seph amongst the drawings of the 
British Museum. The drawing, 
however, cannot be by Raphael 
(it is numberedNo.44. ex-Reynold’s 
collection) being too loose. On the 
back of the sheet is a figure of 


S. Sebastian, in which Spagna’s 
hand, following the style of Peru- 
gino is more apparent. But caution 
is required before assigning either 
the head or the S. Sebastian to 
Spagna. The former is not ex- 
actly the same as the head of S. 
Joseph in the Spineta altarpiece. 

2 Berlin Mus. No. 150. under the 
name of Raphael. Its removal from 
S. Pietro in the monasteiy ofFeren- 
tillo and subsequent peregrinations 
are related by Pungileoni (Raphael 
ub. sup. p. 18), and by Passavant 
(Raphael, I. p. 66. and II. p. 16). 
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may be compai’ed with the Spineta Nativity, and will 
prove that the Virgin, child, and attendant angels are 
lined in both from different sides of the same cartoon. 

The Berlin altarpiece is an Adoration of the Kings, 
and was painted for Ancajano Ancajani, who lived fifteen 
years (1478 — 1503) abbot of Ferentillo near Spoleto, It 
was placed in the church of S. Pietro attached to that 
monastery, and was only removed for the purpose of 
being restored in the year 1700. That it should have 
been attributed to Kaphaers youth, is due to the Pe- 
ruginesque mode of its distribution and drawing, and its 
Raphaelesque accompaniments of type and drapery. Yet, 
on close inspection, its cold carefulness produces an im- 
pression different from that of a EaphaeL Purity, deli- 
cacy, and refinement are the qualities usually assigned to 
the figures.^ It would be truer to say that they are car- 
ried out with honesty of purpose and minuteness of de- 
tail, but with less feeling or selection than are usual even 
in Sanzio’s earliest performances. Their setting, and 
air are such as might be realized by a man without great 
originality of power, of the passionless diligence for which 
Sassoferrato was remarkable at a later period. The mould 
of the faces is broadly imitated from that of . Raphael, 
but without his candour and lightness of grace; with 
more than his usual stiffness, but none of his sentiment. 
They are simple blocks without waving lines of beauty. 
The male heads are long in forehead and jaw, pinched 
and withered in^ features, often vulgar like tffose of 
Pinturicchio, .those of females and angels are round 
and plump, but of an unhealthy fleshiness, hnnaturally 
projeeted from the neck, with round noses and sihall 
prim mouths, a family likeness being traceable through 
them all, and proving conventionajism and want b,f 
vigour in the artist. The drapery is drawn together by 
hand, and mado to. fold where nature would have left 


Anothei* picture qiut6 With the im- 
press oi is 135. in the 

Berlin Museum, under the nam,e of 

von, HI. 


Raphael,* sulfject : ihq Saviour in 
the tomb (canvass, kneepiece)i . 

’ ^ Kig-Ier's, Hhi^d-booki 

20 
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it plain and hanging. It is for this reason surcharged; 
broken or festooned. Without entering into detail; one 
may note the heavy squareness of the Virgin and of 
the young king erect on the right, the bony dryness of 
the kneeling one, and the gaunt leanness of the angels. 
All the hands and feet are short in shape and cramped in 
the Umbrian fashion. The landscape, a vale, on the I’ocky 
sides of which the king's suite descends, is a mixture of 
Raphael and Pinturicchio. The colour, abraded down to 
the clotli, leaves the drawing bare, and seems to have 
been originally of a pale yellow, slightly shadowed with 
grey.^ 

The two altarpieces of the Spineta and of the Ancajani, 
executed for convents in the vicinity of Spoleto, where 
Spagna usually lived, naturally suffer by comparison with 
pictures by Perugino and Raphael; yet they are of the 
greatest interest as evidence of the process by which an 
industrious and conscientious workman succeeded in com- 
bining the manner of his master with that of his comrade, 
and laid the foundation of a prosperous career by steadi- 
ness and attention. The mode in which he concentrated 
the individuality of Raphael, Perugino and of Pinturicchio 
in productions of his own, is further illustrated in the 
large panel of S. Girolamo at Perugia,^ where a vast inlaid 
throne, protected by a rich dais, is occupied by a beauti- 
ful Virgin and child full of Raphaelesque freshness. A 
S. Jerom in sweeping draperies stands reading intently 


^ The angles of the frame con- 
tain two sybils, SS. Benedict, and 
Scolastiea. The ornament of the 
frame , which is of Spagna’s time 
has been renewed or retouched. 

A drawing (No. 62. MS. Payne 
Knight. Brit. Museum) is preserv- 
ed and has been assigned by 
Passavant (Raphael, II. 647 and 
Waagen, Treasures 1. 226) to San- 
zio. It is described as a study for 
the young king standing to the 
right in the Ancajani altarpiece. 
The attitude is not exactly the 
same, however, and the drawing 


I is inverted. But this is a feeble 
school work. 

The character of Spagna is more 
decidedly apparent in (No. 63. MS. 
Payne Knight, Brit. Mus,) a draw- 
ing of a group of horsemen and two 
figures on foot, in black point on 
slightly tinted yellow paper, with 
the lights in white. This sheet, once 
assigned to Raphael is now under 
the name of Pinturicchio, The style 
is that of Spagna. 

* Now No. 25. in the Pertigia 
Gallery. 
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at one side; with S. Anthony behind him. S. John the 
Baptist on the other looks round towards the throne to 
which he points^ and S. Francis pensively pauses as he 
holds a book in both hands. The style which reveals 
Spagna in the two first and in the angel above them; is 
modified by a reminiscence of Pinturicchio in the two 
last; whilst an angel, hovering to the left over the pair, 
resembles one by Vannucci. In the minute detail and 
symmetry of the distance, in the finish of the ornaments 
on the throne, in the cast of drapery in general, one 
is also reminded of Pinturicchio; but the hand is that 
of Spagna, whose talent is not sufficient to yield any- 
thing of great originality, and who supports himself as 
he best can by grafting on the old style of Vannucci and 
Bernardino the younger one of Sanzio, and thus produces 
a cento of no disagreable kind, but still without the breath 
of independent genius. Most striking is the use of oil 
medium on the system pursued by Eaphael at the begin- 
ning of his change to the Florentine manner, the pale 
colour being laid in on a white ground. Equally so are 
the leanness, dryness, and length of forms, and the bony 
development of articulations and extremities resembling 
those of the Milan Sposalizio.'^ 

But the companionship of Spagna and Raphael is still 
more apparent in pieces now preserved in private English 
collections. In a charming little panel in oil at Stafford 
House in London, Christ crowned with thorns is depicted 
in the act of carrying the cross. He bends slightly under 
the dreadful load. His face, of a fine tone, is turned 
towards the spectator, and the delicate hair of head and 
beard waves lightly in the breeze. A clear sky verging 
to pale yellow where the distant hills impinge upon it, 
an undulating country of varied hues, with trees of simple 
branch and leaf form a total so completely impregnated 


1 The right side of the panel is 
most injured, a mishap distinctly 
marked also in the forehead of S. 
Francis, in the right hand and 
lower part of right leg of the Bap- 


tist. On a *‘cartello”in the panelling 
of the throne steps, an inscription 
seems once to have stood, which is 
now illegible. 


20 * 
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with Raphaers spirit that the picture bears his name.^ 
The Saviour, indeed, is full of tender resignation; the 
touch is exquisite, the colour warm and pleasing, the 
landscape bright. The whole is worthy of Raphael, yet 
really, by Spagna imitating Sanzio.. The type and forms 
are less select and grand, the pose less simple and natural 
than Raphael’s. The figure betrays an overstudied ele- 
gance,' and the drapery an unnecessary repetition of folds 
in one direction. The colour is more remarkable for soft- 
ness than force,, more careful than bold and masterly. 
That which in Raphael is a natural gift, the undefinable 
something which gives its charm to everything he does, 
is wanting.^ 

Mr. Fuller Maitland’s collection is enriched with another 
attractive specimen of Spagna’s imitative capacity; an 
adaptation on a small scale of Perugino’s Christ on the 
Mount, ^ with the” Redeemer in profile, the three sleeping 
apostles- in the foreground slightly changed in attitude, 
the angel sent back into the distance, and the soldiers in 
rear in quiet action. Raphael is also credited with this 
picture. It has not, however, the ease and unstrained 
action, the sweetness and freshness, the charm of life 
which please in Sanzio even when his figures are least 
happy in proportions or general aspect. Nor is the co- 
lour. in Mr, Maitland’s- panel treated with the great 
master’s accustomed ease, or bright with his vivid and 
transparent tone. It has not the pure harmonic chord 
which vibrates to the depths of the spectator’s heart. The 
difference between this Christ at the Mount and one that 
Raphael might have produced, is that which must always 


^ Na. 6-1, The catalogue of Staf- 
ford House contains- a statement 
that the picture was formerly in 
the Riccardi (Medici) Palace in 
Florence, and that it w^s originally 
painted, for the private chapel of 
C^ioyanpi de’ Medici, who wp,? after- 
wards Leo the An ej^hore^te , 
yellow grey monochrome ornament 


gives richness to the small pilaster 
framing (wood, oil)'. 

* On the other ’hand w'e see the 
same stamp of art here as in the 
saints at Dudley Hbuse known to 
he by Spagna. ' 

^ Academy of -Arts at Florence 
No. 53r Seeantea p..200. 
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be discerned in comparing tbe creations of two men one 
of whom is replete with geninS; whilst the other is not. 

Spagna^ the least favoured of the two, is the author of 
Mr. Maitland^s Christ on the Mount. Yet, Mr. Passavant 
in speaking of it as one of Raphaefs youthful efforts/ sup- 
ports his theory on a passage in Vasari, in which it is 
stated that a highly finished panel representing the sub- 
ject was ordered by Guidubaldo of Urbino, and after 
many vicissitudes became the property of the monastery 
of the Camaldoles of Urbino.^ From thence Mr. Passa- 
vant relates that it was taken to Gubbio, and preserved 
there in the family of the Gabrielli, one of the members 
of which had been prior of 4e Camaldoles; and thence 
to the Palazzo Gabrielli in Rome. But the whole of this 
story rests on a fanciful basis. The picture of Mr. Fuller 
Maitland is that which was in the Palazzo Gabrielli at 
Rome, but it is not that which Vasari mentions, unless 
we assume that he described it incorrectly. He distinctly 
states that the Saviour prays on the Mount, but that the 
apostles are asleep in the ^distance. At Mr. Maitland's 
the apostles are on the foreground. But, even were it 
true that this very work was done for the Duke Guidu- 
baldo, the name of Raphael would still be incorrect, and 
we must assume that Spagna executed it in oil at Ra- 
phael's request.^ 

The catalogue of the Spagnas in this class is hardly 
exhausted with the notice of a graceful and exquisitely 
finished little -Virgin and child, a distemper in the mode 
of the Ancajani altarpiece,. exhibited under the naiqe of 
Peruffino in the Gallery of Rovi^co.'* 


* Life of Raphael I. 77 — 8. 

11.31. i 

* Vasari, life of Raphael 
VIII. 7. 8. 

® Geheimer Rath Dr. Waagen 
(Treasures III. pi 5) has already 
suggested that Spagna had a share 
in the work. It is in all but perfect 
preservation with the exceptiqu 


of the head of the sixth soldier to 
the left, counting from the right 
hand side of the panel. There are 
little bits of the drapery of S. Pe- 
ter and S. John slightly abraded, 
a Spot on the temple of the Sa- 
viour, and an abrasion of the halo, 
* No. 42. GaUery of ROvigo. 
This is a half length with a ver- 
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As early as 1507, Spagna begins to leave more certain 
traces of Ms passage through the towns surrounding Spo- 
leto. In September of that year he promises a Corona- 
tion to the church of the Reformati of Monte Santo di 
Todi, and agrees to imitate the altarpiece of S. Girolamo 
at Nami.^ He stipulates for time and is only ready to 
deliver in 1511. As at Narni where the painter is an 
assistant in Domenico Ghirlandaio’s atelier, the Saviour 
crowns the Virgin, on clouds supported by cherubs' heads, 
under a conical canopy held up by seraphs, in the centre 
of a company of angels, prophets, and sybils. On the 
meadow, below, S. Francis .kneels in the midst of a score 
of saints, prominent amongst whom are SS. Jerom, Louis, 
Bernardino, and John the Baptist. The arching of the 
upper part is a border with cherubs’ heads; and three 
niches in each pilaster contain SS. James, Mary Magdalen, 
Louis, Giovanni Capistrano, Catherine, and Bernardino. 
A better proof of the subordinate talent of Spagna can 
scarcely be found than is here afforded. The clever 
and conscientious Spaniard, who commonly imitates the 
manner of the Umbrians, is now willing to take an en- 
tire composition from a Florentine; and he does so with 
comparative success, moulding the figures according to his 
own familiar type, and tinting them after his own fashion. 
It is not difficult to select some fine forms and heads 
particularly in females and angels, but in general his 
tendency is to exaggerate the usual length of the human 


tical split through the Virgin’s 
face, a little restored, of a pleas- 
ing warm colour and somewhat 
flat. The Virgin’s gilt nimbus is 
new (wood, fifteen inches by 13). 

* ‘‘Die 12 Septembris, actum Tu- 
tlerti in pede platese magnse pre- 
sentibus domino Ludovico deAptis 
et domino Julio de Tuderto.. tes- 
tibus videlicet. Hector Joannis 
Bubri de Tuderto procurator loci 
Montis Santi . . . prope Tudertum 
sponte sua dedit et locavit ad fa- 
ciendam imam tabulam sen orna- 


mentum proEcclosiaMontisSancti 
magistro Joanni, alias Spagna, 
YspanOjpro qua ipse promittit dare 
manufactori ducatos ducentum 
auri, et dictam tabulam. . , diotus 
magister Joannes promittit facer© 
piotam do auro extm coloribus et 
aliis rebus ad speciem et similitu- 
dinem tabulas factse in Eco. Sancti 
leronymi de Narnia. . . Con- 
tracts of the notary Gian Antonio 
di Ugolino Benedettoni an,* 1507. 
p. 148, in “Memorie storicbe di 
Todi” by Loreniso Leoni ub. sup. 
p. 119. 
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frame; and he often fails to give it the proper life and 
breadth. The round faces are not unfrequently vulgar 
in look and in feature, and there is a want of breed in 
the coarse feet and in the large long palms of short- 
fingered hands attached to thick-set wrists. His study of 
drapery is superficial, and the result too often unmeaning 
festoon. The flesh-tints also are not those of healthy 
individuals in whose veins the red blood flows, on whose 
cheek it mantles. They are pale and sickly, shadowed 
with earthy grey, and therefore slight in relief. They are 
untransparent and raw.^ Spagna^s adaptation of Peru- 
gino^s manner was thus incomplete, as he did not master 
the science of colouring, nor compensate for its absence 
by feeling. His cold and mechanical treatment seems 
incompatible with the attainment of perfect atmosphere. 

In order to copy the Nami altarpiece, it was necessary 
that Spagna should visit that place. Two saints, the 
Beato Bernardino da Feltre, and S. Anthony of Padua 
in S. Girolamo of Nami might prove that he had been 
there, though they cannot be taken as good specimens of 
his skill. ^ 

At Todi, it is said that he painted six of the cathedral 
chapels; and the remnants of a Tritity in fresco trans- 
ferred with success to a wall in the Duomo, shows that 


‘ Three of the male saints in the 
glory to the right are discoloured* 
by sunlight. The picture is 9^2 feet 
by 774, wood, with the at 

the base. The figures now in the 
pilaster frame seem the same as 
those in Dudley House. But they 
are in oil whilst those of Dudley 
House are distemper pieces. The 
pilaster saints at Todi are more 
modem in appearance than the 
rest of the picture, and perhaps 
they are copied from older ones. 
They are at all events replicas of 
those which belong to Lord Ward. 

2 Bernardino is represented on 
panel with the symbol of the Mons 


Pietatis, which he founded, in his 
hand. At his feet a miniature 
figure kneels in prayer. The me- 
dium is oil, the work done at one 
painting, of a low reddish tone 
showing the under preparation. . . 
Some fakes of colour are scaled 
off. This piece is to the left in the 
church as one faces the high altar. 
The panel in which S. Anthony 
stands with a child at his feet, is 
let in to a circular panel. He holds 
the lily and shows the flame. The 
tone is also low and of thin sub- 
stance. A third panel of a saint 
holding a calix in the same church 
seems by another and coarser 
hand. 
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when he worked there, his style was in its prime and 
of the fullest breadth."^ 

In the Coronation, which he completed immediately 
after 1511 on the model of that of Todi, for the Fran- 
ciscans of S. Martino near Trevi, he repeated many saints 
in reversed position, as he had learned to do in the school 
of Penigino, and he reduced the total number of person- 
ages considerably. He placed a very graceful Magdalen 
and S. Catherine at the sides of the . foreground, and in 
the distance a view of the convent and church of S. 
Francesco at Assisi as seen from the mill on the old 
road from Sterpeto to the sanctuary. His drawing and 
colour on panel remain unchanged.^ 

A more successful production of th.e same period is the 
fresco of the Assumption, dated 1512, in the dead-house 
of the convent. It is far less crowded than the Corona- 
tions, and abler in conception and design. The Virgin 
in her almond-shaped halo stands in a grand and natural 
attitude and the cherubs in the glory are worthy of Peru- 
gino. Two angels in prayer at her sides would be charm- 
ing, were the long stiff frames lined out wifh grace equal 
to that of the heads*. As it is, the stiffness strikes 
one as akin to that of the planets in Perugino^s ceiling 
at the Cambio of Perugia. SS. Jerom, John the Baptist, 


1 The Eternal, under life size, 
is broadly treated, as likewise 
the fleshy form of the crucified 
Eedeemer. There is some heavi- 
ness in the proportions, which are 
however correct. The drapery is 
festooned. The flesh stippled over 
verde, of a reddish tinge. 

A S. Bernardino da Feltre on 
panel in the interior of the convent 
of Monte Santo is less able. This 
is a panel about two feet high, 
split vertically down the middle. 
Ae saint holds a banner on which 
one reeds: “cura illius ab Mens 
Pietat”, The painting is a little 
flat and hard. 

* The upper glory of this Coro- 
nation is dimmed by time and dust. 


Two angels flying at the sides of 
the canopy are repeated from those 
ofTodi. The frame is not filled 
with saints, but with arabesques. 
Two rounds in the spandrils of the 
arched portion contain the Virgin 
and the angel annunciate. Up till 
quite lately tW'o pieces of the pre- 
della (wood, oil, 2 feet by 15 inches) 
were above the door in the church 
choir. They represented S. Fran- 
cis receiving the stigmata with 
the' attendant friar (figures with 
long frames and small heads), and 
S. Martin sharing his - cloak with 
the beggar. These pieces were 
missing at a later vjlsit. The altar 
piece is of the same size as that of 
Todi, and of the same peribd. 
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Francis, and Anthony of Padua, looking up as they kneel, 
are amongst the finest things of Spagna, the latter espe- 
cially full of inspired tenderness. The cast of drapery is 
excellent, especially in the saints in monkish dress, and 
the pale yellow fl.esh-lights are fused with ease into the 
reddish stippling of the half-tones and shadows* Yet the 
failings traceable through the Spineta and Ancajani altar- 
pieces upwards, are not entirely absent.^ 

More curious, however, and perhaps of greater interest 
are the frescos in the church of the Madonna dolle La- 
grime at Trevi. In a lunette, S. Ubaldo in benediction 
sits between rows of kneeling monks, whilst an angel 
holds up an open book out of which he reads, and others 
attend with his crozier and mitre. In the Deposition from 
the Cross, beneath the lunette, as in the chief personage 
of the lunette itself, a distant reminiscence of Eaphael 
may be discovered. The Deposition is taken from that in 
the Borghese palace at Eome, or from one of the nume- 
rous drawings sketched previous to its completion. But 
at Trevi the composition is transferred to the wall in 
Spagna’s manner, the figures being slender and square, 
and carried out with his cold and unwearying diligence.^ 
On the pilasters of the altar, two canvasses contain 
S. Catherine of Alexandria, and S. Cecilia, in natural 
proportions, both nicely posed and drawn, with a fair 
share of elegance and refinement in their appearance.^ 


^ On the lower edge of the fresco 
is the date: “MDXII”, the last 
cipher abraded. Part of the cheek 
and three fingers of one of the 
hands in the Virgin are gone. 

These firesisos are injured hj 
a flaw running down the centre of 
the wall. Part of the angel hold- 
ing the crozier, has scaled* away 
with the lime of the wall. The 
head of Christ in the lEntomb- 
menjt is rubbed , off and retouch- 
ed, and that of a spectator nearest 
’to the man carrying the Saviour^ s 
body at tbe shoulders, is new. The 
Virgin on the left Is in great part 
damaged. Indeed the whole of the 


left side of the wall is in a had 
condition. A saint is painted in a 
niche to the left of the Entomh- 
ment, a S. Joseph in another niche 
to the right. Above are two half 
length prophets in medallions on 
mosaic ground. 

® S. Catherine holds a bbok arid 
a sword. Her face is a little vul- 
gar, , The blue background is re- 
painted and opaq[ue. The S. Ceci- 
lia plays the pipbs. . Her head is 
neatly attired, and the feet and 
hands are better drawn than usual. 
On the ground; are a flute, tambou- 
rine, and music. The flesh is not so 
well preserved as in the Cathe- 
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Had not Spagna renewed Ms companionship with Raphael 
at Rome, he could scarcely have done anything so redolent 
of the great master; but the question arises,- where may 
Spagna and Raphael have met again. Could they have 
seen each other at Florence or at Rome? Proofs of 
Spagna's residence at Florence are not forthcoming; nor 
is there direct evidence of his stay at Rome, but the 
existence of certain frescos there might circumstantially 
confirm it. 

The summer-residence of La Magliana, enlarged by 
Julius the Second, was frequently used in the sixteenth 
century for parties of pleasure. ' A chapel in the interior 
of the edifice, erected under the superintendence of the 
Cardinal of Pavia, was adorned with frescos of the An- 
nunciation and Visitation, a Martyrdom of S. Felicity, 
and the Eternal in benediction. Although damage of va- 
rious kinds has been done to these wallpaintings, in the 
first instance by the opening of a door between the Vir- 
gin and the angel of the Annunciation, and by a breach 
of large dimensions in the Martyrdom; in the next place by 
the transfer of the remains to canvass in S. Cecilia at 
Rome; there is enough left for forming a judgment upon 
them. The Annunciation and Visitation are like designs by 
Perugino carried out by Spagna. The grouping, movement, 
and types are affected, tender, and graceful. The Virgin^s 
head in the Visitation is distinctly Peruginesque, and the 
two angels at the sides with their arms across, recall those 
in song in the sky of the Spineta Nativity.^ The most 
important variation of these pieces from one by Perugino 
is in the drawing, the faulty nature of which points di- 
rectly to Spagna. In the Annunciation, lively movements 
are marred by the exaggerated manner in which the ex- 
tremities are cramped. The drapery also is like that of 
Perugino^s declining years, or that of the Coronation and 
Crucifixion of 1502 at S. Francesco al Monte of Perugia. 


rine, and the shadows have be- 
come black; But Spagna’s execu- 
tion of the figures in tempera is 


better than usual. Both are life size. 

^ The angel to the right is some- 
what injured. 
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The colour is* that of the Entombment at Trevi, of a pale 
yellow flesh shaded with greenish grey, without much re- 
lief or mass of chiaroscuro. The handling is also like 
Spagna’s. The Martyrdom of S. Felicity is scarcely re- 
cognizable in its mutilated condition* But the composi- 
tion is exactly that of Eaphael, as engraved by Marc An- 
tonio, though the execution apparently remained in Spa- 
gna’s hands, as the colour resembles his in the Entomb- 
ment of Trevi. 

The Eternal is a noble conception, in the spirit of Ea- 
phaePs best time. The splendid turn of the Father's frame 
as he looks down from the glory by which he is sur- 
rounded, with his left hand open, and the right raised 
above the forehead in token of blessing, is full of swing, 
whilst the two angels at his sides casting flowers from 
out of the clouds, are admirably conceived. These figures 
are so fine as to leave no room for doubting they were 
designed by Eaphael, of the same stamp as the Sacrifice 
of Abraham, Moses and the burning bush, and the Dream 
of Jacob, in the Hall of Heliodorus at the Vatican, or 
the mosaics at S- Maria del Popolo. But the composition 
is not carried out by its creator. It is drawn with some 
’hardness and want of feeling. The draperies are an 
adaptation of Raphael’s grand cast without the necessary 
study of the forms beneath it. The handling is cold, the 
colour pleasing, but wanting in atmosphere and relief, and 
treated without breadth.^ Spagna, not Griulio Romano, or 
Penni, would have worked out a sketch of Raphael in 
this way. It might be that in the Annunciation and Visi- 
tation he used a cartoon of Perugino's school, taking for 
the two other frescos , one from Raphael. The impression 
in general seems to be that the whole series is by the 
same artist, Spagna’s imitation of Perugino and Sanzio 
.would thus be very tangibly proved. 

1 Tlie ground in this fresco only a few spots of the blue re- 
which was blue, is now bared to main, 
the red under preparation, and 
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After much wandering in this wise between the capital 
and cities in the valleys of the Tiber and its confluents, 
Spagna determined to settle permanently in one spot with 
his family, and he chose Spoleto for this purpose, perhaps 
because his wife who was a native of those parts desired 
it, pei'haps because the towm was centrally situated with 
respect to places in which he found most employment. 

Before ^the death of Julius the Second in 1513 he had 
painted the arms of that pontiff for the Public palace at 
Spoleto in the usual form, with two fine compositions of 
Charity and Clemency at the sides, and Justice in a lunette 
above them. It is curious to mark the resemblanee between 
the first of these subjects and Marc Antonio^s engraving 
from EaphaePs Charity. One sees how much more suc- 
cessful Spagna was when he imitated Sanzio than when 
he took Perugino or Pinturicchio for his models.^ He 
doubtless adorned the whole of the space in part filled 
up by these arms; and the whitewash on the walls may 
yet conceal some of his frescos.^ Almost every year brings 
to light some specimen of his skill in Spoleto ; and lately 
a fine life size Virgin and child of good movement and 
powerful tone has been recovered above the first altar to 
the right in S. Ansano.® 

A crucifixion may also be seen in a very bad condition at 
the sides of the Oratorio diS. Pietro Martire in S. Domenico 


* The bust of Julius is held up 
in a circular frame by a draped 
figure above it. The keys are sup- 
ported by two angels (draperies of 
lower fi^re and keys new). The 
upper lunette is much damaged 
and contains Justice with the ba- 
lance and two angels in front, on 
clouds pointing at the allegorical 
fignre. The head of the latter is 
coarse and common. Pilasters se- 
parate the central compartment 
containing the arms from those at 
the sides filled with the subjects 
of Charity and Clemency. In the 
former, a female gives the breast 
to a child, whilst another child 
stands by. Clemency is seated 


with her hand on the head of a 
kneeling man. The pilasters are 
adorned mth arabesques. 

* Above a door i:|i this hall, two 
angels in a niche (fresco) Seem 
also by Spagna. 

® There are trapes of a S. Roch 
on the right, and of an angel above 
him. The colourj of much impasto, 
as in S. M. de^U Angeli, near As- 
sisi. 

^ Four augels hbver about the 
cross. Below (from left to right), a 
S. Jerom of the seventeenth cen- 
tury, S. Vincent, the Virgin, S. 
Mary Magdalen (head new), ' S. 
Peter Martyr at th4 foot of the 
tree looking S. John Evangeb 
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a Virgin and child amongst saints and other wallpaintings 
in the ex-monastery della Stella.^ 

Spagna’s masterpiece o£ this period; however; is the fresco 
of the infant Christ erect with the orb, on the lap of the 
Virgin; seated between S. S. Jerom and Francis; Catherine 
and BriziO; once a portion of a decoration in the citadel 
of Spoleto and since taken down for transfer to the 
Palazzo Communale. A scutcheon in the lunette is held 
up by children of ungainly aspect^ yet reminiscent of the 
RaphaelesquC; and the pilasters are neatly dressed with 
arabesques. Great freshness and a pleasing air give charm 
to the infant Christ and to the Virgin and saints. A clear, 
well fused; and transparent colour adds to their beauty, yet 
a general coldness is prevalent and there is some want 
of expression and feeling in the slender figures.^ 

Equally important are the altarpiece of the cappella S. 
Stefano in S. Francesco at Assisi, which was completed 
in July 1516; and the frescos in the cell of S. Francis 
at S. Maria degli Angeli. The irregular hexagon of the 
latter is filled with poi'traits of saints chiefly of the 
Franciscan order in various action and natural gesture, 
conversing . or in thought, and the more successfully 
wrought as models were not wanting to Spagna when 
he composed the groups. They are drawn with great 
firmness of hand, rounded successfully and coloured in 


istand S.Dorumick (repainted). To 
the right of the Crucifixion are 
traces of a S. Francis receiving 
the stigmata. The angels are full 
of movement and recall the man- 
ner of Gaudenzio Ferrari. 

^ The- first of these, in the en- 
trance Hall, represents the Virgin 
and child enthroned, attended hy 
an. angel, between SS. Augustin 
and Stephen. The child’s move- 
ment is the same, in a reversed 
position as that of 1516 in S. Fran- 
cesco at Assisi. 

In the same place are school- 
frescos, perhaps by Jacopo Siculo, 
much injured, of SS. Agatha and 
Barbara, an Assumption of the 


Virgin, with headless apostles be- 
low it, and in an upper hall, a Vir- 
gin and child between SS. Augus- 
tin and Peter Martyr, with' an 
Eternal in a lunette. 

2 An inscription beneath the 
fresco tells how it was removed 
from. the citadel in 1800. There 
are abraded spots in the lower 
parj; of the faces of S. Jerom, S. 
Francis and the Virgin, in the 
neck of . S. Catherine and the 
mouth of S. Brizio. The 
dress has also partly scaled away. 
The pilasters supporting the cor- 
nice and lunette^ are pleasantly 
adorned. 
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a powerful and rich tone. Some heads are full of life and 
animation and almost attain a Florentine plasticity of 
relief.^ The altarpiece at S. Francesco of Assisi is the 
best of its kind that Spagna ever produced. It recalls 
Raphael in the narrow oval of the face and the elegant 
shape of the Virgin who sits on a high throne between 
SS. Catherine of Alexandria, Francis, and.Roch, a friar, 
S- Chiara, and S. Louis the king. Of the latter the 
head is fine and interesting. The S. Catherine is digni- 
fied in attitude and chaste in mien, and the draperies 
are broader and better than usual. The infant Christ is 
well proportioned, though perhaps a little feeble of limb. 
Two angels kneeling on clouds' are in pretty attitudes 
of prayer.^ 

After his return from Assisi Spagna received the freedom 
of the city of Spoleto (Dec. 7. 1516), ^4n consideration 
of his trusty and honorable character during a long re- 
sidence,” his fee for this privilege being a painted cloth 
for the table of the public palace.^ On the last day of 
August of the following year he was elected captain of 
the guild of S. Luke.^ 

From that time till 1521 his career glides noiselessly on, 
and leaves no trace behind. Still it has its regular and 
not uninteresting chronology. We resume acquaintance 


^ The figures are all seen to the 
knees and fill a perpendicular 
space e< 5 [ual to three feet. They 
are on four sides of the hexagon 
and inclosed by ornamented pilas- 
ters and a cornice, above and be- 
low. There is also a fine arabesque 
with children and monsters in the 
vaulting of the chapel entrance. 
The ceiling is blue, with stars. 
Amongst the saints to the left, S. 
Bonaventura holding a red hat and 
pointing with the right hand, is 
injured. To the right an oblique 
split cuts the frame of a reading 
monk and the head of another 
figure. This fresco was restored 
in 176 $ by Girolamo Stampa. See 
Glorie della Sacra Porziuncula. 
Perug; 1858. ub. sup. p. 83. 


In the sacristy of S. Maria degli 
Angeli is a panel with a Virgin 
and child, much in Spagna’s 
manner. 

* On the base one reads: “AD. 
MCCOCCXVL XV Julii”. The 
marble floor is restored, the stop 
of the throne and its side are orna- 
mented in Pinturicchio’s fashion. 
The altarpiece is in oil (7 feet by 
fi’/a). The Virgin’s figure is ill re- 
stored, and the blue draperies re- 
newed, 

® “Actenta fide et virtute . Ma- 
gistri Johannis . . . Hyspani picto- 
ris excollentiss. qui in dicta civi- 
tate plurimos annos degens nup- 
sit’\ Mariotti, Lett. ub. sup. 
note to pp. 195. 6. 

^ Ib. ib. 
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with him in the church of S. Maria’ a'Arone, where he 
decorates an apse and semidome in Company with Vin- 
cenzio Tamagni. In the latter a Coronation of the Virgin 
with the usual array of saints, sybils, and angels reminds 
one of Spagna, whilst a Nativity and a Death of the 
Virgin on tlie circular face of the apse, and four saints in 
pilasters seem the work of Tamagni imitating Lippi and 
Michael Angelo. The words: ^^restauratum in honore 
Virginis MDXXI^^ in the border of the semidome and those 
of “Vincentius de sco Gemignano et domes de Spoleto 
faciebant,^^ under a window sill leave no doubt as to the 
authorship or as to the period, but the lower frescos 
being clear imitations of those of Fra Filippo, and the 
inscription making allusion to a restoration, suggest, the 
probability of wallpaintings having previously existed in 
S. M. d'Arone.^ 

The same subject of the Coronation in the semidome 
of the parish church of Gavelli outside Spoleto, bears 
the remains of a mutilated date and Spagna’s name. 
Beneath it, on the walls are figures of saints and the 
miracle of S. Michael on Mount Gargano, The Coro- 
nation is coloured in the style of the fresco in the 
Palazzo at Spoleto, and repeats the general features of 
those of Narni and Todi, the conical canopy being 
omitted. 'In the thickness of the fore-arch are the Evan- 
gelists and Doctors, in the sides above the vaulting, the 
Virgin and the angel annunciate. The best place in the 
middle of the curve is given to S. Michael [trampling a 


1 Three angels support the 
cloud on which the Virgin is 
crowned, a golden halo surround- 
ing her and the Redeemer. They 
are attended hy six angels in 
Spagna’s long and lanky form. 
Amongst the saints kneeling to the 
left one is S. John. To the right 
the Sybils are in prayer. The left 
side of the lunette is injured. Or- 
namented borders separate the 
Coronation from the lower course 
of frescos. The pilasters contain 
SS. Paul and Roch, Peter and 


Sebastian, the latter a grotesque 
imitation of Michael Angelo’s 
style by Tamazi. In the Na- 
tivity, the child is a little reminis- 
cent of Spagna’s manner. Above 
the Death of the Virgin hangs an 
imitated pidtnre of the Virgin giv- 
ingthegirdle to S.Thomas, between 
two Active niches in which are 
statues of Faith and Charity. 
The place in which these frescos 
are, is very dark and the paintings 
very dim. 
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monster under his armed heels; striking him with the 
point of his lance, at the same time that he holds a 
balance which the monster strives to turn on his side 
with the help of a grappling iron. In this unartistic 
concatenation of incidents we may trace the will of some 
rustic patron, but the figui'e itself, square in frame and 
round of head, betrays Spagna's want of style in drawing, 
though it is still essentially Peruginesque in general 
character. A S. Peter in festooned dress, a S. Paul near 
him in Raphaelesque movement, both feebly treated by 
assistants, are to the left of S. Michael, the miracle on 
Mount Gargano to the right.^ On the walls of two 
large altar niches at the sides of the tribune there 
are frescos of the Virgin in glory with various saints on 
the foregrounds. S. Jerom being the principal one on the 
altar sacred to his name, S. Sebastian, prominent on the 
other. At the foot of the first one reads; . . Hoc Sa- 
cellum pingendum mandavit anno D. M. D. XXIII at 
the base of the second . anno D . . . . The whole 
decoration of the Gavelli church is evidently by Spagna 
and his aids; the hands of the latter being particularly 
visible in the round fresco at the altar of S. Girolamo; 
the period of the execution probably 1524.^ 

Clear evidence of Spagna's industry may likewise be. 
found in • the church of S. Giovanni , at Eggi, where 
the tribune is covered with frescos in his usual . manner. 
There are repauants , of . a . Baptism of Christ, between 
S. Roch and Sebastian in the apsidal curve, a Viigin 


^ The blue grounds of the Coro- 
nation have been abraded, and are 
now white plaster. The figures to 
the left are, much injured. The sub- 
jects are parted hy pilasters with 
grotesq[ues, in dead colour on, yel-. 
low ground, , On a scroll fastened 
to the right pilaster one, reads: 
*.‘Johe Hyspano MH. . . p.” , (Ja,- 
velli is in the hills,,, outside the S. 
Jacomo gate of,Spoleto,.a ride of 
e ight hours. 


* The fresco at ihe altar of S. 
G-lroluuio is very much altered by 
damp, espeeiully in the upper part, 
where one sees a .Virgin and chibl 
and traces of apgels tp , the, right, 
tfiose, to the, left,, haviug entirely 
disappee-red. Below is Jerpm. 
between SS. Anthony, of Paduai 
and Francis, the ,1^1*0, r figures 
also nearly ruined,, by inoistujre., 
But, tho exe.cutlon .of .thiewpvk ia 
rude, and. ,is, probably due to, Spa-, 
gua’s assiataute, . , 
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and child in glory between two angels in the spring of 
it ; — the first a very exaggerated imitation of Perugino 
and PinturicchiO; the second influenced by contact with 
Raphael. 

On the face above the semidome the Eternal on clouds 
sends the dove to the Virgin annunciate on the right, 
the angel kneeling to the left, the latter also Perugines- 
que and in contrast with the Raphaelesque air of the 
Eternal.^ 

Again in the tribune of S. Jacopo outside Spoleto we 
have S. James with incidents of his life and a Coro- 
nation of the Virgin, the inevitable subject of Spagna 
in these parts. Imitating in Todi and Trevi, a school 
work of Ghirlandaio^s atelier, he copies at S. Jacopo, 
actions of sybils and saints from Fra Filippo’s frescos 
in the cathedral of Spoleto. Yet he still maintains to 
the last the careful system of handling and finish charac- 
teristic of his earlier years.^ But in the side chapels of 


The Virgin in glory at the altar 
of S. Sebastian is better.- The Vir- 
gin is fair, though not perfect in 
proportion. The S. Sebastian 
bound to a tree on the left, is a 
fine figure, stained by damp. The 
movement of S. Catherine of Ale- 
xandria next him, on her knees, is 
not without life. S. Appollonia 
also kneels (lower part damaged) 
and the Baptist, right, points to- 
wards the Virgin. The fresco 
is in an ornament, two victories 
tilling the sides above the arched 
glory. 

1 The whole of the lower part of 
this Baptism is new as well as a 
S. Jerom in a pilaster to the left, 
S. Xaverius on that to the right, 
and the Virgin annunciate above 
the semi-dome. The S. Sebastian 
is extensively injured. The red 
tunic of the Virgin in glory is re- 
newed as is likewise the ground 
below. In the Baptism, the figures 
are inordinately long, the S. Se- 
bastian particularly, round headed, 
with a thin waist, broad hips and 
paltry limbs. The angel annun- 

VOL. HI, 


ciate is graceful enough, hut long, 
lean, and draped in festoons. It is 
necessaiy to remember that Spa- 
gna at this time, being a master, 
suffers also from the rapid care- 
lessness of assistants. The colour, 
as usual, is pale yellow without 
much relief, the hatching blacken- 
ed by time. The drawing is more 
than usually mannered, and the 
flesh is flabby and hangs in dis- 
agreahle wrinkles. 

* This fresco has been varnished 
and is consequently much injured. 
The left side’ of the semi-dome es- 
pecially is altered by damp, the 
heads of S. John the Baptist and 
two others being almost gone. The 
blue mantle of Christ has partly 
scaled. The' lower part of the 
figure of S. James in the middle of 
the apse is new. There is a Ea- 
phaelesque air in an angel annun- 
ciate within a medallion at the 
sid^of the arch of the semi-dome; 
and the Virgin opposite is a fine 
half length. The S. James a little 
feeble. In the fresco to the right 
which represents S. James restor- 
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S. JacopO; Spagna also laboured, and whilst the apsis 
is inscribed with the date of 1526, the lateral altar to 
the left bears that of 1527, at which date no doubt 
the S. Sebastian, between SS. Fabian and Roch, be- 
neath a Virgin, child, and angels, was completed.^ . It 
was not till 1528 that Spagna obtained payment for these 
frescos. They were however about the last which he 
painted, and a record of 1533 is preserved in which his 
widow Santina receives a final balance of one florin 
for the pictorial decoration of the edifice. It would seem 
indeed as if he had died before 1530, when Dono Doni 
finished the altar opposite to that of S. Sebastian, cover- 
ing the space with a Virgin and a S. Anthony of Padua 
between two saints.^ 


ing the two roast cocks to life, the 
figures are academic. In that to 
the left where the saint rescues 
the hanging man, the figures arc 
short in proportions. In the pilas- 
ters are a fine S. Lucy and S. 
Appollonia, near which on the 
vanishing faces one reads; “Ano 
Dili MDXXVI”. 

^ The S. Sebastian in this fresco 
is pleasing, hut the Virgin, child, 
and angels are badly preserved; 
the blue mantle of the first being 
repainted, the frame of the second 
and the glory of cherubs* heads 
done afresh. Of the angels at the 
sides, one (left) has no head, the 
other is ruined. The lower parts 
of the SS. Fabian and Roch arc 
restored. As at Gavelli the draw- 
ing is mannered and defective, the 
touch broad and from a full brush. 

® 1526. — Spoleto. S. Jacopo. 

In nome dihj Amen. 

Adi ij de Septebre 1526. 

Mastro Johi pictore fo cofesso 
havere receputi fino al pute di s. 
parte della pintura della trebuna 
de Sco’ Jaco i tutto ff. sexanta 
soi ff. 06. 

Adi 21 Octobre 1626. 

pin ehbe decti maestro Joani 


pictore p parte del suo salario 
ossia p la pintura della capella 
grande fiorini ventiquatro ff. 24. \> 
la mano de brnnoro do Sancto et 
tomasio .depntaro de Sed Jat*o. — 
(hand of administrator). 

In noihe domj — 

Adi ij di 1520. 

D° fuschino ha pagati ducati uno 
d’oro promissi p la pintura della 
trihuna — ff. 2. bolognini 4. 

(Follow thirty other subscrip- 
tions of the same nature.) 

Adi 26 do’ Decebro 1627. 

Ricordo^ facto adi 26 Dcccbrc 
come , . i questo di ho rccctito 
fiorini decivotto p cdto de la tri- 
buna — 

Me rcstaiio dobictorc do fiorini 
dodeco et f. 

Jo scrisso do mo propria . 

Lo Spagna potoro. 

Rocofo Gt mcnioria fact‘s adi 2 
de febraro 1528 come jo Jov^aso- 
pradicto lo Spagna ho rocovuto da 
fraceso et piacete suo cdpagno p 
coto de la capella do Sato sebasti- 
ano fo (fino) al pros5te di fioreni 
trosta (30) ot quatro cdputate duj 
some et mezza do mosto (wine) ot 
itranoi (intra noi) p il coto d la ca- 
pclla de Sato Antonio. 
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The following list will comprise the remaining genuine 
performances of Spagna, those in which his disciples had a 
part^ and those that are without reason assigned to him. 

Bettona, near Assisi. Collegiate churchy Cloth. S. Anne, in an 
almond shaped glory, shelters the Virgin and child under her cloak, 
warding off darts that fall from the Eternal in an upper medallion. 
On the foreground of a landscape, in which is a view of Bettona, 
kneel SS. Crispoldo and Anthony of Padua. In the spandrils of 
the arch encircling the upper group are two prophets in rounds. 
S. Crispoldo has a saw imbedded in his skull. There is much soft- 
ness in this piece which is tinged with Spagna’s usual cold yellow 
colour; but the forms and faces are Peruginesque, reminiscent of those 
in a canvass (oil) at S. Bernardino of Perugia (now in Gallery 
No. 31) by Perugino. Much loss of tone has resulted from injury 
done to the banner (Cy^ f. by ^Yg). 


“In Spagna’s own hand.” 

“Jo mastro Jova sopradieto lo 
Spagna peetore me facio confess© 
d essere entieramcnte pagato di 
fiorini ciento e trenta dela pictura 
de la trihuna p le mane d. brunoro 
e tomasso suo compagno. adi 29 de 
febraro 1628.” (Autograph.) 

Adi 7 de Giugno 1630. 

Jo francescho et piacente avemo 
sj^eso p. calcina tolta da brenato 
(y Bernardo) . . . . p diciotto (18) 
coppe monta in tucto ff. 1. bb^ 17. 

Adi 30 de lullo 1630. 

pur havimo dati a mastro dono 
per la capella de Sacto Antonio ff- 
12, (hand of administrator). 

Adi 30 de julij 1530. 

Jo dono doni d’Assisi ho auto da 
francesco piacente Santesi (San- 
tese means administrator) della I 
ciesa di Santi Jacb p conto della 
capella quale prezo? aiito in due 
volte dodici fiorini et cosi scrivo 
di mia mano ff. 12. 

E pixi ho avuto adi 22 di Septeb 
1530 p el sopradieto conto ff. 16. 

Adi 13 ottobre 1530. 

Jo bolondino petore dassisi xni 


' chiamo avere recevuti fiorini ^sette 
da francesco e piacente d Antonio 
Santese della chiesa d sancto Jacb 
ger ultimo pagamento dela capella 
d Sancto Antonio, e io belardino 
supra dicto fo fine quetanza p co- 
mesione d dono pintore d asisi fine 
al pre sente di doggiqualunque eosa 
— avesse avuto a fare c6 loco. 

Adi 28 del mese d octobre 1533. 

Jo frate fcagelo da Motefalcho 
fet (fattore) d S‘° Nicolo diSpulite 
fo questa presente fede e scritto 
in nome d Satina moglie gia d ma- 
stro Johans als lo Spagna. Como 
a dicto di dicta Satina a receuto 
da Francisco d CardarellO Santese 
d la ehiesse d Jacb fiorino uno 
p ultimo pagamento d’una capella 
quale haveva gia pecta in la chies- 
sa d Sco Jaco el dco Johans la 
dicta Satina sechiama satisfacta 
del tucto e ensi lei ne fa fine que- 
tanza. — 

Bxtr. from a book of va- 
rious memoranda and pay- 
ments MS. in the archivio pa- 
rocchiale of S. Jacopo of 
Spoleto. 
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Bettona (near)^ Church (abandoned) of S, Simone. In this edifice 
are frescos of a low class betraying the influence of Spagna, but 
see postea (Tiberio d’ Assisi). 

Assisi (near). Church Alla Bocckicdola^ seven miles from the sanct- 
uary of S. Francesco. Fresco in Spagna’s manner, but somewhat 
feeble; the Virgin and child between SS. Francis and Anthony of 
Padua; in a triangular lunette the Eternal between two angels. 
(The Virgin’s mantle new.) 

Terni (one mile outside). S. Maria delle Grazie. Tempera on can- 
vass about a plaster-statue of the crucified Saviour, hanging at the 
side of the choir near the high altar, but much injured. The Vir- 
gin, Mary Magdalen, SS, Francis and John Evangelist seem by 
Spagna, 

Amelia. Cathedral, Wood. Last Supper, a rude production of 
the close of the sixteenth century, to which undue attention was 
lately given. (A copy of it has been made for 400 scudi.) 

Monte falco. Collegiate church of S. Bardolo^nmeo (misprinted S. Ma- 
tromeo in Passavant’s life of Raphael I, 510, and the error copied 
into Vas. Com. Vol. VI. p. 64). S. Catherine between SS, Vincent 
and Nicholas (wood, 47^ f. high, gold ground, and split), with 
stamped nimbuses. The best of these is S. Catherine, especially as 
to the head, but there is little relief, a fault extending to the other 
saints. The colouring is light and rosy, with thin verde shadows, 
coldly and carefully handled. The first impression created is that 
of a picture by an Umbrian striving to imitate the style of Fra 
Filippo’s works at Spoleto. The hand is that of Spagna or one of 
his pupils, perhaps Bernardino Campilius (see antea, in Fra Filippo). 

Todi, Duomo, (Wood, oil.) S. Peter, bony and ill proportioned. 
S. Paul (wood, oil). Both knee pieces, split vertically, of Spagna’s 
latest period, or by one of his disciples, done at one painting 
with thin body of colour; the grounds here and there scaled off. 

Diruta. Church of S. Anna, of old 8. Jacopo del Bor go. Remains 
of the upper part of a Crucifixion in fresco, i. o. Christ to the knee, 
the head of a saint to the loft, part of a head of the Magdalen, in 
the character of Spagna’s advanced age. 

Perugia. S. Pietro, Cappella S, Martino (upper floor of convent). 
Semidome fresco. Eternal between angels, and Virgin enthroned 
between SS. Nicholas and Martin, landscape distance. The Eter- 
nal is Raphaelesque in movement, the angels at the sides Pe- 
rugittes<iue in type. The Virgin has a small head and slender neck. 
She holds a plump infant naked on her lap, whose forms are also 
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reminiscent of Sanzio. The nude, however, is faulty, and the hands 
are short. Whilst the Eternal reminds one of Eusebio , the Virgin 
and child recalls Spagna, The colour is warm, and like that of the 
Entombment at the Madonna delle Lagrime at Trevi; the outlines 
coarse. This fresco, first injured by damp, was lately mutilated by 
soldiers quartered in the building, who stabbed the heads with 
their bayonets. The name of Ingegno has been affixed to this work, 
but we await records to confirm his existence. 

Same church. Last chapel to the left. This chapel was at one 
period entirely covered with subjects. The Annunciation may still 
be seen (life size) beneath a window, with arabesques in some lu- 
nettes, and a renewed figure of the Eternal in a blue starred ceiling. 
Assigned to Pinturicchio. The colour is now rough and red, and 
it is difficult to decide who laboured here, whether Pinturicchio, 
Eusebio, or Spagna. 

Same clmrch. Choir. Virgin and child, with two angels, so res- 
tored as to forbid an opinion. (Assigned by Constantini, Guida 
p. 26, to Spagna.) 

Perugia. Gallery. No, 49. Lunette in its old frame (wood, oil). 
Eternal -in benediction amidst angels. Colour grey, cold, slightly 
relieved, and of thin substance. This piece is like Spagna’s at S. 
Jacopo of'Spoleto. (Called Spagna. Passav. Raph. I. 610. Mezza- 
notte. ub. sup. 2315.) 

Perugia, S. Domenico. Sacristy (now No. 36 Acad.). Arched pa- 
nel (oil, life size). A fine figure of the Beata Colomba; in type 
and feeling reminiscent of the Peruginesque and Raphaelesque; of 
a bright tone, probably by Spagna. 

Perugia. S. Domenico (now No. 10. Acad.). Wood, oil. S. Mar- 
garet of Hungary between S. Margaret of Castello and S. Agnes of 
Montepulciano, grand, of olive tone, and done at one painting, a 
little square and broken in drawing, ruder in execution than the 
beata Colomba, and with less relief, possibly by Spagna with the 
help of Manni. 

Florence, PiUi. Not catalogued; in the passage called “delle 
Colonne”, a Marriage of S. Catherine between SS. Francis and An- 
thony, in Spagna’s manner, but somewhat feeble (wood, oil, lengths, 
Yg life size), dhll, because spoiled by restoring. 

Rome. Palazzo Colonna. (Wood, oil, split vertically in two places.) 
S. Jerom penitent, given by' Vermiglioli to Pinturicchio. It is all 
but life size, and recalls Perugino’s panel of the same subject 
at Caen. It .is probably by Spagna, dimmed and damaged. 

Spoleto. BospUal degli Esposli. Nativity (wood, oil). This is 
almost an exact copy of the Spineta altarpiece; with the exception 
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that the angels in the sky kneel, and the Virgin’s head is draped. 
It was originally executed for a family at Norcia, and bears the 
following inscription; “questa tavola la facta fare Costantino de 
Loceio p. sua devozione. Jacomo dejovano frio fece la pentura 
de questa tavola somente. JVIDXXH.” There is a family of Locci 
still existing in Norcia. As to the painter (?) one may ask, is the 
inscription to he read so that the artist’s name shall be Jacomo di 
Giovanni Onofrio? This Jacomo cannot be the same as Jacopo Si- 
culo, Spagna’s son-in-law. Pungileoni (Raph. p. 18) speaks of a 
copy of the Ancajani altarpiece by Jacopo da Norcia. Does he al- 
lude to this Nativity? These are questions that .may perhaps bo solved 
at a later period. The picture is at all events a bad copy of Spa- 
gna’s, of ignoble types and forms, and raw in colour. 

Spoleto. Chiesa e Convenio aW Arco di Annibale, Tabernacle con- 
taining the Virgin and child with two attendant angels between SS. 
John the Baptist, Jerom, Scolastiea, and Anthony the abbot. This 
seems a school-piece reminiscent of others in the same style at 
Eggi, Caso, and elsewhere. 

Eygi, Oratorio della Madonna delle Grazie. Fresco. Christ and 
angels, with SS. John the Baptist, Sebastian, Roch, and Michael; 
below, the Virgin and child. This has the defects of the wallpaint- 
ing at the altar of S. Girolamo in the church of Gavelli. Can it 
be by Orlando of Perugia, supposing him to bo the author of a Na- 
tivity in the cathedral of Gubbio, assigned to Pinturicchio ? (See 
ante a, Pinturicchio.) 

Pairico, (church of) near Spoleto, ‘Wallpaintings representing S. 
Maria di Cortona, between S. Roch and a saint in episcopals, a 
Virgin and child, SS. Sebastian and Stephen. Again, the Virgin and 
child in a tree, and a saint. These, by aids in Spagna’s atelier, 
are less defective than the foregoing at Eggi, but still seem by 
Spagna’s journeyman at the altar of S. Girolamo in Gavelli. Feeble, 
of a brick-red tone. 

Ferentillo, On the road from this place to Monte Rivoso is a taber- 
nacle. In an external lunette, the Eternal between two seraphs. 
Inside the tabernacle, the Virgin erect with the infant Christ. Four 
angels support a dais.' On pilasters are S. Sebastian and a half- 
length of S. Roch. In the same character as at Patrico’ and Caso, 
but prettier in colour. 

Ferentillo, S, Siefano. Here is a Nativity (fresco) reminiscent of 
Spagna and Tamagni. On a pilaster are tho words: '*1659. di© 
XXVI. Xbris.*’ 

Caso (near), S, Maria delle Grazie. The walls of this church are 
filled with numerous frescos, some of which are drawn from Spa- 
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gna’s by bis disciples. Several inscriptions bear the date of 1516; 
others that. of 1522. 

Caso (outside)* Chieseita di S* Cristina. This church also is full of 
paintings of various periods, many being by Spagna’s pupils. In the 
semidome, an Eternal (lunette) between two angels and a figure of 
S. Cristina, with the inscription: ‘‘S Cristina. V. M. — Johanni de 
Appolonia f. f. p voto 1527.” 

Viterbo. Chiesa dei Fraii Osservanti. (Wood, distemper.) Nativity. 
Ill-drawn, but on the model of one by Spagna, and reminiscent of 
the Nativity in the Hospital at Spoleto, and the wallpaintings of 
Patrico and Caso. In a lunette outside this church, a Virgin and 
child between SS. Jerom and Francis is in the same character as 
the above, perhaps a little better. 

London. National Gallery. No. 282. Glorification of the Virgin. 
This will be found (see postea) in the catalogue of the Bertuccis 
of Paenza. 

Same Gallery. No. 691. (Wood.) Ecce Homo. In this picture 
the character of Spagna is not sufficiently marked. It would, at all 
events, be an unsatisfactory specimen of his manner. 

London, Dudley Bouse. Six saints in two frames (wood, distem- 
per), originally in the Bisenzio collection at Rome. In the first, S. 
M. Magdalen between SS. Louis and Giovanni da Capistrano; in 
the second, S. Catherine between a canonized friar and S. Bernar- 
dino da Feltre. These belong to the class which has been fre- 
quently attributed to Raphael’s youth; the style and proportions 
being good, the movement refined. They want the softness and 
feeling of Raphael, but they are of Spagna’s best time. 

Same collection, (Wood, oil.) Half-length of S. Catherine, p^ of 
a larger picture, in Spagna’s spirit but injured by restoring. 

London. Collection of the late Mr. Barry, No. 96 at Manchester. 
Half-length of the Magdalen with the box of ointment. SmaU, and 
perhaps by Spagna. 

London, Ecc-Bromley collection. Crucifixion. (Not seen.) 

London, Baring Gallery. (Wood, oil; under the name of Raphael.) 
The Virgin (half-length) is seated in front of a low screen; the in- 
fant standing on her lap and supporting itself with the elbow On 
the Virgin’s bosom. Distance, landscape. The Virgin shows some- 
thing of Spagna. The child imitates those of Raphael in the Ma- 
donna del Cardellino, but it is also in the manner of Eusebio, in the 
Holy Family at S. Frahcesco of Matellica. AVeplica, somewhat later 
in date, is in the Munich Gallery (cabinets No. 597), under the 
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strange name of Fra Bartolommeo. A Virgin and child, called a 
Penni, at Stafford House in London, and stated to have been once 
in Lucca, is very like that of the Baring Gallery as regards stamp 
and handling. 

Hamilton Palace (near Glasgow), (Wood, 74 life size.) Virgin and 
child between S. Anthony and a female saint carrying a lily. In- 
jured by abrasion and restoration, but like a Spagna. 

Scotland, Gleniyan, Seat of Captain Stirling, 1. Annunciation. 
2. Nativity. 3. Adoration of the Magi. 4. Presentation in the temple. 
Predella (tempera) by some one of the followers of Spagna. 

Paris, Louvre, No. 441. (Wood.) Nativity, called a Perugino, 
the exact reverse of that of the Spineta, with the three angels 
kneeling in the sky. This is by an assistant of Spagna, opaque and 
monotonous in tone, and hard in execution. It came into the 
Louvre after the sale of the collection of Baron de Gdrando, who 
had it presented to hi^by the city of Perugia, when he adminis- 
tered the civil authority there in 1811. 

Louvre. No. 292. (Wood.) Half-length Virgin, holding the in- 
fant Christ with a scroll in its hands ; — a prime picture by Spa- 
gna, as is suggested in the Louvre catalogue (though still classed as 
a Pinturicchio). A pretty, and carefully executed example of the 
somewhat cold Spagna, 

Louvre. No. 447. Pieti; No. 448. S. Francis receiving the stig- 
mata; No. 449, S. Jerora penitent (wood, oil). These are three frag- 
ments of a predella, catalogued in the “school of Perugino”, but 
impressed with the stamp of Spagna’s school. 

Louvre. No. 446. Virgin and child. Like the foregoing, but 
inferior, and a mixture of the styles of Pinturicchio and Spagna. 

Su Petersburg, Hermitage. No. 8. (Catalogue of 1863.) Ado- 
ration of the Infant Christ, the Saviour on a cloth on the ground, 
the Virgin kneeling, and S. Joseph standing in rear in attitudes 
and expression of worship. SS. Martin and Barbara on their knees 
in prayer at the sides of the principal group. In the landscape to 
the right, the Procession of the Magi. The colour is dull and mono- 
tonous, because all the figures, having suffered from old abrasions, 
were at some remote period repainted; the result being loss of 
tone and alteration of the forms. There was also a transfer to 
canvass of this picture, which is described as originally in Castel- 
franco di Sotto near Florence. Umbrian and Florentine character 
are both apparent; but the former predominates especially in the 
distance; the name of Spagna (his latest years), or of one of his 
immediate followers would be correct. 
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Whilst Spagna, at varioiis periods of his career sur- 
rendered himself to the imitation of Raphael it was 
scarcely possible that he should give to his pupils any 
great or durable lessons. Being ‘ possessed of no great 
original power, he necessarily induced such painters as 
became familiar with his ways to saunter in the same 
paths; and we thus find his son-in-law, Jacopo Siculo, 
commingling the manner of Spagna with that of the 
Eaphaelesques. It seems not improbable that Siculo 
should have been at Rome previous to Sanzio’s death, 
and in company with Tamagni. The connection of the 
three artists at Spoleto is still more likely. Siculo is 
stated to have received the commission for decorating the 
cappella Eruli/ now the Baptistery of the cathedral at 
Spoleto, in the ceiling of which four figures of Adam, 
Noah, Moses and Melchisedek, above life size, are depicted, 
whilst the walls are covered with scenes from the old 
and new testament, and the border frames with arabesques 
and small compositions of the same sacred class. Here 
and there, Michaelangelesque character is' accompanied 
by a system of handling and design reminiscent of 
Spagna. Elsewhere the great masterpieces of Raphael 
are recalled to mind; and the space generally seems 
distiibuted with the symmetry and in the mode . pe- 
culiar to Sanzio. The work might be assigned to the 
joint labour of Spagna, Tamagni, Dono Doni, and even 
Siculo.® It is the same sort of cento that may strike the 


* The author of an article en- 
titled: , “Oratione Academica per 
la solenne distribuzioue dei pre- 
mi. 8”. Spoleto. 1836” states this* 
fact as well as that Jacopo Siculo 
was the son-in-law of Spagna ; and 
he shows in his oration that he has 
examined the MS. of the Spoleto 
archives with care. 

* Adam, nude and Michaelan- 
gelesque in character, is a fairly 
preserved figure, drawn and co- 
loured in a manner reminiscent 
of Spagna. Two angels, in a round 


close by, are still more in Spagna’s 
manner. Above the figure one 
reads: “Origo, beneath it: “No- 
xius prevaricator”. 

Melchisedek, an aged man with 
joined hands, near an antique 
altar, with a vase on itt The feet 
are drawn in Raphael’s style (the 
lights on the arms retouched). 
Above, the word: “Premium”. 
Those beneath, illegible. 

Noah, an aged man, nude, hold- 
ing a vine with grapes in both 
hands, poor in head (two angels in 
a round renewed). Above, the 
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eye in the front of the Palazzo Arone facing the Duomo 
of Spoleto;^ or in the frescos of an abandoned chapel 


word: “Interns” (?); beneath: 
“Pcena”. 

Moses, in fine Raphaelesque 
movement, but injured by damp 
and restoring (two angels in a 
round completely ruined). Above, 
the words: “Utilis planta, per- 
versi foetus”. 

In the walls. 1. A S. Jerom, re- 
miniscent of Tamagni and Bono 
Doni, with a lunette in which Aa- 
ron is represented as high priest 
(some little figures in distance), all 
damaged. 2. Crucifixion filling 
wall and lunette, a mixture of the 
styles of Spagna and Tamagni. 
Two angels at the ends of the 
cross not without feeling. 3. S. 
Michael weighing the souls, and S. 
Lucy (imit. Spagna), and in the 
lunette a figure with a long staff, 
and distant people. 4. (Above 
the entrance) Christ blesses Peter, 
the miraculous draught of fishes in 
the distance. In the lunette, Elijah 
ascends to heaven (ruined by 
damp). No trace here of the man- 
ner of Spagna. The whole of these 
frescos, in cornice frames in 
which there are three rounds con- 
taining portraits. In' the borders 
of the ceiling there are graceful 
little figures and arabesques on 
gold ground, and small frames in- 
closing: 1. Moses and the burning 
bush; 2. a Raphaelesque composi- 
tion of the Entrance into the ark ; 
3. the Sacrifice of Abraham; 4. the 
Creation of man; 5. the Creation 
of woman, in which the Eternal 
raises the rib which has already 
in part the human shape; 6. the 
Finding of the cup of Benjamin; 
7. a crowd of men on foot and 
horseback; and females looking 
towards the sea (? subject). At the 
angles of the ceiling are angels 
some of which are new. All the lu- 
nettes and the ceiling are execut- 
ed in a better style than the lower 
courses. Two hands must at least 
have been employed. 

1 Beneath the first row of win- 


dows is a chiaroscuro of feigned 
pilasters with childroii sounding 
conchs, and in certain squares be- 
tween them, subjects taken from 
mythology. Two women are seated 
on oxen. 

Beneath the second row of win- 
dows is a fictive bas-relief of sea 
Gods and Goddesses, some drawn 
in cars by horses, concluding witli 
an incident of a fight, a most ani- 
mated series. 

^ Beneath the third row, the paint- 
ing is gone, but between the win- 
dows there still remains a figure 
(female) with a sword (? Judith). 
Another female with one hand 
raised ( ? Justice). The whole front 
was clearly once painted in chia- 
roscuro with feigned architecture 
and a fine architectonic distribu- 
tion, the figurative part full of 
life and motion. 

Between the windows of each 
story there were figures like those 
at the highest story. Of these 
there remain one of a female with 
a tripod and fire in front of lior be- 
tween the windows of the lowest 
story. 

The work has something of the 
manner of Beccafumi, but in a 
style less marked than his. 

One sees the school of Raphael 
in the composition and arrauge- 
mont, in the action and style of 
drawing, particularly in the small 
incidents on the basement. There 
is some exaggeration in the ren- 
dering of forms. The children 
have something of the character 
of those in the Eruli chapel. The 
period of the execution is the first 
Wf of the sixteenth couUiry, and 
the decoration is one of the best 
of this time (i. e. after Raphael’s 
death). 

As to handling, the drawing is 
engraved, and the hollow is filled 
up with black, not only in its out- 
lines, but in the hatchings of the 
shadows. The mass of shadow is 
well defined so' that the relief and 
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in S, Francesco at Eieti.^ The earliest independent pro- 
duction of Siculo to which an authentic character can be 
conceded, is a large domed panel on the high altar of 
the parish church of S. Mamigliano, from the lunette of 
which an Eternal gives the benediction to an enthroned 
Virgin and Child between the i^tanding SS. Peter and 
John Evangelist and the kneeling Biagio and Mamig- 
liano. The Virgin looks downward towards S. Biagio 
whilst the Infant, stalking naked over her lap, looks 
round at S. Mamigliano, a Eaphaelesque idea bringing to 
mind that carried out in the Virgin and child of the 
eX“Eogers collection. A well fused colour of good impasto 
is somewhat darkly shadowed in grey tones. A long in- 
scription above a predella in several parts closes with the 
words: “Jacobus Siculus faciebatj and on the border of the 
lunette one reads : Sumptibus universitatis MDXXXVIII.^^^ 
In this piece Siculo appears as a fair second rate 
amongst the Eaphaelesques and little below Andrea da 
Salerno. His hand may then be recognized in an unsigned 
fresco, transferred to canvass and brought from S. Niccolb 
to the Palazzo of Spoleto. It represents the Virgin and 
child in the same feeling as at S. Mamigliano; is grace- 
ful in grouping as well as rich and transparent in colour- 
ing.^ An equally important but dim fresco of the same 


effect must have been good. Striv- 
ing is reconstruct the whole men- 
tally in its pristine state, one might 
name as the authors both Vincenzo 
da S. Gimignano and Jacopo Siculo. 

* The subjects are: the Last 
Judgment, the Resurrection, Pa- 
ra^se, and Doom. Pilasters are 
adorned with arabesques. 

* The predella contains SS. 
John, Lazarus, and the four major 
prophets besides the Adoration of 
the Magi and the Martyrdom of 
S. Biagio. Two rather feeble an- 
gels support a hanging behind the 
Virgin. S. Peter’s is a fine head as 
regards drawing and richness of 
tone. The foot of the Virgin and 
the stole of S. Biagio are a little 


restored. The inscription in full 
is as follows: “.^Sditus per Vin- 
centio Laureti et Pacciano Ber- 
nardini, nec non Benedicto Lau- 
rentii, Dionisio Damiani, Fabria- 
no Celloni et Cicchi, edilibus im- 
pensis oppidanorum SanctiMami- 
gliani, decern aureis, quos legavit 
dominus Innoceutius, duntaxat ex- 
oeptis. Jacobus Siculus faciebat”. 

® The shy of the fresco . is injur- 
ed as well as the Virgin’s blue 
mantle. Her form is lean, that of 
the infant plump, the head beiug 
small with an open forehead. The 
flesh transparently painted, warm 
and rich. The Virgin’s mantle 
covers her head, her veil is wound 
round the child’s hips. 
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kind is in the last chapel to the right in S. Niccolo itself 5 
a large piece that has been subjected to no restoring 
though it is injured by dust. The Virgin with the child 
in glory is adored by several persons kneeling in a land- 
scape between two erect saints of good and grand Ra- 
phaelesque outline.^ 

In later works, for instance in the Coronation of the 
Virgin of 1541 at the Annunziata outside Norcia, Siculo 
merely imitates with slight variation the arrangement of 
Spagna in the altarpieces of Todi and Trevi.^ 

In the Duomo of Spoleto the figures on the stalls of 
the winter choir seem feeble ones of Jacopo;^ and in the 
parish church of Ferentillo, two chapels the walls of which 
are covered with frescos, dated severally 1540 and 1557, 


^ The Virgin is seated on a 
clond and holds the white drapery 
of the infant with her right. There 
are ehernhs in the cloud. _ The 
figures are life size (wood, oil). 

* The colour and handling of 
this work are a little feeble. The j 
predella plinths contain the Vir- 
gin and the angel annunciate, the 
predella itself S»S. Jerom and 
Francis. On a “ cartellino ”, to the 
right of the principal panel, one 
reads: “Anno domini nostri Jesu 
Christi millesimo quingentesimo 
quadragesimo prime, die vero vi- 
gesimo Martii. Jacobus Siculus 
faciebat”. 

In this church, at the altar of 
S. Elisabeth, are a Virgin, child 
and several saints, feebly shadow- 
ed, of a light rosy tone, the figu- 
res ill-draped as one finds them in 
some of Tamagni’s pictures at S. 
Gimignano. In the predella, the 
angel and Virgin annunciate and 
Christ in the tomb. In the church 
del Rosario at Norcia is an As- 
sumption (wood, oil) by a student 
of Spagna’s manner, of a hard and 
duU yellowish colour. The angels 
sounding instruments are like si- 
milar ones by Cola dell^ Amatrice, 
The Virgin is most like the crea- 
tions of Spagna. 


At Bettona, on the high altar of 
S. Antonio of the Minorites, is a 
canvass of the Virgin and child 
attended by angels like those in 
Spagna’s frescos at S. Jacopo of 
Spoleto. Below are kneeling saints, 
amongst whom SS. Crispoldo, 
Francis, Jerom. Distance, a city. 
On, the predella, portraits of the 
donors and the following inscrip- 
tion: “pro lascita Juliani Aqui- 
lini AD, M.D Dona Ciancia ejus 
uxor fecit fieri XL VII (1547). This 
is a feeble piece in the style of 
the Norcia Coronation, and seems 
done by assistants. In the same 
class one might name the frescos 
of SS. Agata and Barbara, and 
the Assumption, already noted in 
the monastery della Stella, near 
Spoleto (see antoa, Spagna). 

* 

3 In the winter choir is a picture 
on gold ground assigned to Spa- 
gna, and representing a Pope giv- 
ing a book to the infant Christ 
seated in front of the picture. The 
Virgin is in roar, and to the right 
is a saint (repainted). This is not 
a picture by Spagna,- but a work 
of the sixteenth century, due per- 
haps to the hand of 
Campilius (see postea). 
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are like productions from the same hand or from that of 
men employed under his superintendence.^ 

No other name besides that of Jacopo Siculo need be 
added to the list of Spagna's followers at Spoleto except 
that of Bernardino Campilius whose signature is written 
at length beneath a fresco of the Virgin adoring the 
Infant on her knee to the left on the Piazza S. Gregorio, 
as one enters the town, gate of Spoleto. The painter is 
a fourth or fifth rate one, imitating Fra Filippo in the 
forms of the child, and the Peruginesque side of Spagna’s 
style in the draperies of the Virgin.® An altarpiece at S. 
Maria d’Arone representing the Virgin and child between 
SS. Anthony and John the Baptist, bears, if memory 
be not treacherous, the same signature; and there is a 
fresco in the sacristy of the church of the Nunziatella at 
Foligno, assigned to Mantegna, betraying his manner or 
that of Cola deU Amatrice.® The date 1502 on the fresco 
of the Piazza S. Gregorio gives a clue to the period in 
which Campilius laboured. 


1 The first of these in the third 
chapel to the right represents the 
Eternal in benediction with (lower) 
SS. Lucy, Agatha, Catherine, Bar- 
bara and Appollonia, all long and j 
lean figures. In the framing onei 
reads the date : “ 1640. . die prime I 
Octobris.” 

In the fourth chapel is a fresco 
of the Incredulity of S. Thomas, 
and ^ above it, the Virgin giving 
the girdle. On a pilaster: “1667... 
die primo . . 

In the fifth chapel a S. Anthony 
above which, a Virgin and child. 

2 A lunette contains the Eternal; 
and on a hoxxse in the distance of 
the picture one reads: “Domxxs 


Bartolomeus episcop. Spolete”. A 
little framed space by the right 
capital hears the date: “MDH”, 
and beneath are the words; ...nar- 
dinus Camilius spoli. faciebat. The 
fresco is much injured by time. 

® The Redeemer, almost naked, 
is seated in death on a stone, sup- 
ported under the arm pits by the 
Evangelist and Virgin; S. Mary 
Magdalen in rear. This injured 
fresco at first suggests the name 
of some Veronese artist, such as 
Caroto or Liherale, but on closer 
inspection shows something of the 
manner of Spagna; and there is 
nothing more of the Mantegnesque 
than might be taken from the ex- 
amples of Alxtnno. 
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CHAPTER X. 

MANNI. EUSEBIO, AND OTHER PERUGINESQUES. 


One of the active subordinates in Perugino's atelier is 
Giannicola di Paolo Manni/ a native of Citta della Pieve^^ 
whose place amongst the Perugians at the close of the 
fifteenth century it would be easier to determine if the pic- 
tures which he executed in 1493 and 1499 had been pre- 
served.*^ From records embodying the commissions for 
these works, as well as from others in which the pro- 
duction of a banner and pennons (1502. 1505) is noted, 
it would appear that Manni chiefly practised at Perugia, 
and that his performances must have been confined to 
that city. Yet his long life and the small number of 
extant things traceable to him, as well as the Periiginesque 
character which they display, lead us to consider him 
as a constant assistant to Vannucci. Although he pro- 
bably enjoyed with Spagna the advantage of Raphael’s 
company in the master's shop, he did not perceive that 
Sanzsio’s example might lead to progress and fame, and 
when further experience taught him the necessity of placing 
himself on a level with the changed spirit of Italian art 
in the rise of the century, he seems to have felt a 


< Vas. VI. 56. 

^DellaFargna, in Orsini’s 
life of Perngino, iil>. sup. 
note to p. 270, and Mezza- 
notte p. 223. 

® In 1493 he agreed to paint the 
Last Supper in tlie dining Hall of 
the Palazzo Pubblico at Perngia. | 


'Mari'otti, Lott. ub. sup. 229. 
In 1499 a i)ictnro ordered tor the 
room of the “Capo d’OfHzio” in 
the same palace was valued 18 flo- 
rins by Piorenzo di Lorenzo and 
Bartolommeo Caporali. Ib. ih. 
2.32. 

^ Ib. ib. 232. 
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predilection for the school of Pacchia^ a clever SieDnese^ 
who had modified his own style by contact with Francia 
Bigio and Andrea del Sarto. One of his youthful creations 
is, as we believe, a Virgin and child under the name of 
Eaphael in the Fitzwilliam Museum at Cambridge, pre- 
viously in the collection of Archdeacon Hore. The naked 
infant, erect on the Virgin’s knee and grasping her dress at 
the bosom, turns towards the spectator with great gentle- 
ness and shows the whole of a somewhat small and gra- 
cile form. The Virgin, of regular shape and face, is softly 
meditative and Peruginesque. The minute drawing and a 
light, somewhat flat, colour tending to yellowish rosy 
betray more carefulness than feeling. For Manni it is a 
most beautiful production reminiscent of his education under 
Vannucci, and of the companionship of Eaphael andSpagna.^ 
The Saviour in glory between the Virgin and Evangelist, 
with a crowd of adoring saints in erect positions in a 
landscape, is, after this of Cambridge, the earliest of his 
authentic panels with which we are acquainted. It adorns 
the Cappella B.aglioni at S. Domenico of Perugia,^ and 
shows that Raphael’s grace was not lost upon him, yet 
that the influence of the young and rising ai'tist was out- 
weighed by those of Perugino and Pinturicchio. 


1 Wood, lialf life size, one of the 
hands a little injured, the rest 
well preserved. The distance is a 
pretty landscape. 

* Now in Perugia Academy, No. 
20. It is stated in a MS. : Registro 
della Chiesa di S. Domenico di 
Perugia” (compiled 1648): Ba- 
glione della Baglionella fece pin- 
gere la tavola d’ Ognisanti per 
mano di maestro Niccolh discipulo 
di maestro Pietro Perugino (favour 
of professor Adamo Rossi). Vasari 
says too, this picture was hyGian- 
nicola (VI. 66). It is on wood, in 
oil, and feet by 7, but the arch- 
ed upper part is cut down. Four 
playing angels are at the sides of 
the circular glory. These and the 
cherubs’ heads are reminiscent of 


Perugino’s in type and movement. 
The outlines are broken as if 
they were cut out with scissars. 
The Saviour is 'lean with drooping 
shoulders, the Baptist in fine 
movement recalling Pinturicchio, 
the Virgin in prayer pleasing, 
with a plump face like those of 
Raphael’s youth. An angel on the 
extreme right of the glory is posed 
in the attitude of one hy Pintu- 
ricchio at Araceli, and fairly render- 
ed. A S. Peter amongst the fore- 
ground saints seems inspired from 
that of Perugino in the Lyons 
Ascension. The mannered curves 
of some fu.cial outlines are similar 
to those of Gerino of Pistoia, and 
like those of thje Last Supper in 
S. Onofrio at Florence. 
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But; whilst naming Manni in the same breath with the 
three greatest celebrities of the Umbrian schools; we must 
not forget his real inferiority. There is a pretty fresh- 
ness in the glory of the altarpiece of S. Domenico. Some 
figures may deserve praise for good intention in move- 
ment; but most of them are lean and lank; paltry; or 
skinny and J^flabby in features. The . hands are cramped 
and spidery; the faces at times of broken outline; or 
contoured in puffy curves. Some recall PeruginO; others 
Pinturicchio. The draperies are generally involved ,and 
poorly cast. The colours are used with great thick- 
ness of impastO; but without relief; and a constant flat- 
ness pervades the waxy flesh and its grey shadow; nor 
does the use of oil-medium seem familiar. One sees the 
stippling and hatching of a man accustomed to tempera. 

The sides of a Crucifixion in S.' DomenicO; represent- 
ing the Virgin and Evangelist; and the Magdalen with 
S. Sebastian; are better drawn and more successful than 
those of the Saviour in glory at S. DomenicO; and they 
are comparatively good specimens of proportion; attitude 
and expression.^ They may take ^rank amongst his 
best efforts; together with a fresco of tlie Virgin and 
child between SS. John Ev^ingelist and Lawrence in S, 
Martino di Verzaro at Perugia — an altar-decoration in 
which fair relief and lively tones, free handling, and some 
approach to a good style of drapery may be noticed. It 
is not unnecessary, at the same time, to mark the redness 
which begins to pervade the surface of Manni^s colour.^ 


* These panels are now No. 68 
and 63 in the gallery of Perugia, 
and the figures on wood, of life 
size. Much damage has been done 
to them by time and repainting, 
but their character is that of 
Manni and, besides, it appears 
from the register of S. Domenico 
already quoted that they wore 
done by him: “Questo Niccolb 
fece ancora le quattro figure all’ 
altare dell’ Crocifisso.” The workis 
cold, hut of strong impasto, and 
one is struck by the resemblance 


of its waxy colour with that of a’ 
Virgin and child between SS. Ber- 
nardino and Tommaso di Villa- 
nuova, dated 1600, in S. Agoatino 
of Perugia (soo autea, l^erugino, 
p. 240). 

® This fresco has l)Gen injured 
by damp, and the Virgin’s mantle 
is in great part new. The drawing 
is Poruginesque in style, but the 
chief merit of the piece is in the 
fairness of the proportions and 
movements. Some figures at the 
sides of the fresco are inferior to 
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It may be found in the slight and broadly decorative 
pieces forming at one time the ornament of the organ 
loft in S. Lorenzo of Perugia 5 a round of S. Lawrence 
martyred; two half-lengths of S. Peter and S. Paul, and 
a lunette containing Christ with the banner between SS- 
Lawrence and Costanzo. The date of 1513 on the first 
shows how long Manni clung to his purely Peruginesque 
style- He had been intrusted; in 1511; with the task of 
repainting the dial of the palace clock.* In 1515 (June 
27*’^) he bound himself to adorn the walls of the chapel 
of the Cambio.^ Like many other artistS; Manni was un- 
punctual in his labours. He had received 45 florins as an 
advance long before the frescos passed the preliminary 
stage; and in February 1518; a part of them only had 
been done. The authorities , practically reminded him of 
his duty by threatening to fine him -150 florins unless 
he should finish them before the following August (1519).** 
The shortness of this interval, and the necessity for speed 
may be the cause why some episodes in the Cambio 
chapel are much more feeble than the rest. In the ceil- 
ing, the Eternal in benediction is suiTOunded by the 
Evangelists, the apostles, and the doctoi’S of the church; 
in the spandrils of two arches, the Lybian and Erythrean 
sybils ; in the vaulting of the same, small frames enclosed 
in ornament, with scenes from the old Testament. The 
lunettes, four in number, comprise the Birth of S. John, 
the Visitatibn, the Beheading of the Baptist, and the 
Presentation of his head. Three circles above the entrancp- 
door are filled with busts of SS. Oonstanzo, Ercolano, 
and Lorenzo. On an altar stands a Baptism of Christ, 
on panel, with the angel and Virgin annunciate at the 
flanks; and on the paliotto or altar-front, medallions 


those under notice, and otherwise 
iinimportant- 

In the same church on a wall to 
the left as one enters, is a feeble 
figure of S. Martin dividing his 
cloak, injured in the upper part 
and not equal to the foregoing. 

VOL. nr. 


There is something in it too of the 
Leonardesque, and an impress as 
if from Eusebio. 

* Mariotti, ub. sup. p. 232, 

2 Ib. ib. p. 161. 

3 Ib. ib. ib. 


22 
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of the Virgin and child, the Precursor, and two other 
saints. 

It is easy to perceive that the chapel was not completed 
at one period. The ceiling-figures are Peruginesque but 
short and paltry, with a monotonous similarity of char- 
acter in the heads. The angels are coarse and square;— 
the general tone red. A more modern art is displayed 
in the lunette subjects, which are better composed. It 
is the time when Manni exhibits some relation to Pacchia, 
and for that reason suggests reminiscences of Andrea del 
Sarto; yet the local colour is still reddish. The sybils 
are the intermediate link between the frescos of the ceiling 
and those of the lunettes, and a child at the feet of the 
Lybian descloses an attempt to imitate Raphael.^ The 
altarpiece is very poor; and the paliotto seems due to 
Sinibaldo Ibi.^ 

A picture of the time when the ceiling of the Cambio 
was brought to a termination, is the enthroned Virgin 
with saint's and angels in the Louvre, under the name pf 
Jngegno. The heavy red of the high surface colour, the 
feebleness of the types, and the mixture derived from Pe- 
rugino, Pinturicchio, and Raphael point almost exclusively 
to Manni.^ 

The best of the master^s later subjects is the Incre- 
dulity of S. Thomas in S. Tommaso at Perugia, a fairly 


^ The fresco of the Decollation 
is in part renewed. The head of S. 
John in the Presentation is now, 
as well as a dog forming part of 
the detail of the composition. The 
angel and Virgin in the sides of 
the altarpiece are on gold ground, 
of a reddish tone, and carried out 
at one painting on the gold. The 
central Baptism has been assigned 
by Orsini (life of Perugino p. IIJL) 
to Perugino, but ' on no tenable 
ground. It is done with thin washy 
colour and now much blistered. 
There is no chiaroscuro and no 
strength in the execution general- 
ly. Two figures, stripping, are 


downright ugly; and the landscape 
is not good. 

* No. 37. at the Louvre. The 
drawing of this picture is poor. 
The infant is heavy; the i)anol lias 
suffered from overpainting; but 
one still sees Manni’ s rod tone 
with shadows of a reddish brown. 
The typos and action are similar 
to those in the ceiling of the Cam- 
bio chapel. A prcdella, now at 
the Perugia Academy (No. 163. and 
dated 1512) represents the Martyr- 
dom of some saints. It is difficult 
to say on what grounds it is as- 
sumed to be the prcdella of the 
foregoing. It is by Domenico Al- 
fani. 
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grouped composition; lacking neither life nor freedom; hut 
of a reddish flatness in the unglazed tones.* 

Manni lived to a good old age; was in the magistracy 
at Perugia in 1627;^ and died on the 27*^ of October 
1544 .''^ 

Eusebio di S. GiorgiO; his comrade in Perugino's school;'* 
did not rise above mediocrity. Bred in Perugia, a fellow 
labourer with Fiorenzo di Lorenzo and Berto di Giovanni 
in 1501;^ he was made free of his guild immediately 
after Pinturicchio.® His style approximates to Bernar- 
dino’s in its least interesting features, whilst his system 
of colouring is a counterpart of Manni’s; but he is 
fortunate at times in imitating the early Eaphaelesque, 
and; in this, distantly emulates the example of Spagna. 
He was one of those whom Pinturicchio induced to join 


^ This is a large panel ('wood, 
oil), 7 feet square, with life size 
figures, much damaged and restor- 
ed. The movement of the Saviour is 
good as he raises his right ann to 
allow S. Thomas to place his hand 
in the wound. He looks with di- 
gnified mien out of the picture, 
but the cast of the face is square, 
the nose broad at its junction with 
the brows. The red drapery is well 
folded, but partly scaled away. 
At the side of the two principal 
figures are SS. Dominick, Thomas 
Aquinas, and John, George, Bene- 
dict and another. The colour is 
given at one painting with little 
relief and no glazes. The ground 
and landscape distance are higher 
in surface than the.figures. 

The following may be classed 
under Manni's, name. Louvre. 
Musde Napoldon III. No. 18S. 
Baptism of Christ. No. 184. As- 
sumption of the Virgin. No. 185. 
Adoration of the Magi. These are 
all parts of one predella and good 
examples. In S, Agostino (Frater- 
nity), at Pemgia, a picture dated 
1510 is assigned 4:0 Manni (Mezza- 
notte, p. 226), but is by Sinibaldo 
Ibi(see postea). AtGubbio,a panel 
in the church of S. Pietro repre- 


senting a Visitation -and other 
figures, with a monogram, not sug- 
gestive of Manni’s name, is still 
attributed to him. It is injured 
and has not, now at least, the 
marked character of the Perugi- 
iicsque school. 

Considering the prevalent red- 
ness of tone in Manni’s works, 
one might assign to him a share 
in the large Assumption ofPem- 
gino at Corciano, and in the large 
altarpiece by the same at the 
Servi. 

Frescos said to be by Manni at 
Pacciano (Orsini ub. sup.), are not 
to be found there now. The 
Christ at the Mount mentioned by 
Vasari (VI. 56) and noticed at IS. 
Bernardino of Perugia- by Con- 
stantin! (Guida. 318. 19), is miss- 
ing. Manni is registered in the 
guild of Pemgia, but under no 
specific date (Mariotti, Lett. p. 231). 

* Mariotti p. 231. 

® Orsini Vita &e. di Pemgino, 
note to p. 274. 

« Vaa. VI. 55. 

® They all paint pennons to- 
gether- Mariotti, nb. sup. 232. 

® His name in the register is 
“Eusepius Jacobi Cliristophori”. 
Ib. ib. ib. 


22 ^ 
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him at Sienna; and there is a memorandum in the Sien- 
nese archives of a large money-payment from the latter 
to Eusebio in 1606. ^ The altarpiece of the Epiphany in 
the chapel of that name at S. Agostino of Perugia be- 
trays this connection.^ It is a panel, in oil, dated 1505 
or 1506, with all Pintux’icchio’s leanness in the figures;^ 
his quaintness in costumes, his pompous affectation in 
attitudes, with great dryness superadded, and a ruddy 
even tone. Nothing can be more minute than the haii- 
outlines of the drawing, more thin than the plain surface 
of the colour. Eusebio in this instance is the miniature 
of Pinturicchio, with a tinge of the Eaphaelesque. As 
a composer he is almost null. His stiff and pinched 
imitation of Sanzio may be noticed in the Annunciation, 
and S. Francis receiving the stigmata on the walls of S. 
Damiano near Assisi ; the date of 1507 and Eusebio's 
name authenticating the latter.*^ Nor is it improbable that 
he should be the author of a pai't of the Cappella delle 


1 Com. Vas. VI- 56. 

* This picture is now No. 8. in 
the gallery of Perugia. It is given 
by Vasari to Eusebio (VI. 55), on 
wood, in oil, 7 feet by b'/g. The 
Virgin, on the right, points out 
the child on her lap to S. Joseph 
who stands near her, whilst the 
first king offers a cup, and the 
second stands with his back to 
the spectator. The foreground is 
a meadow with grasses and flow- 
ers. The distance, rock with grot- 
tos. Two figures on horseback 
are in the middle distance. Four 
angels in the sky kneel and play 
instruments. They are not un- 
graceful, though small and feeble. 
The child has a large round head 
and puffy frame. The date; MI)V.. 
is on the border of the Virgin’s 
dress, near her foot. On the hem 
of the king’s dress, who stands 
with his back to the spectator, are 
an S. and I. initials of Sinibaldo 
Ibi. Yet the work is probably Eu- j 
sebio’s; certainly not, as some say, | 


by Raphael. A part of the frame 
of the infant Christ has scaled. 

^ The Virgin on her knees to 
the left (part of nock and cheek 
ahradedj has a spacious forehead 
and receding chin, the features 
following a line oblique to the 
curve of the face, tliiu and pinch- 
ed. The angel, running in on the 
right a little stiffly, (injured in the 
outline profile of the face), is re- 
miniscent of Raphael’s Vatican 
prodella (already so frequently 
mentioned), has spare feet and 
hands, and numerous folds to his 
slashed dress. There is feminiuo 
smallness in the art of Eusebio 
hero. The Eternal in the sky be- 
tween the buildings is pleasing, 
but small in forms. Through the 
doors of a wall joining two houses, 
a landscape and hills are seen. 

The friar looking at the miracle 
in the fresco of 'the stigmata, is 
much injured. The drawing is not 
correct. On the border : “Eusebius 
Perushms pinxit MDVII”, 
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Eose at S. M. degli Angeli near Assisi, on the walls of 
which a number of Franciscan saints are depicted.^ Eu- 
sebio’s hand may be observed also in a S. Michael in the 
Casa Gualtieri at Orvieto, which we have seen Passavant 
attribute to Ingegno.^ 

Better than any of these is the Holy Family, with 
saints, earned out by Eusebio in 1512, for S. Francesco at 
Matellica, He improves the proportions and action of his 
personages, adapting to them so much of RaphaePs charm 
as he can, and even adding something of the Leonardesque 
to his manner, all this with a meritorious carefulness of 
handling, and a soft fusion of pale tones. The predella, 
containing three scenes from the legend of S. Anthony of 
Padua, not only recalls, but positively copies in parts 
RaphaePs at the Vatican. It is of a thin and bright 
melting colour, and, being small, conceals the master’s 
chief defects.^ At Perugia there are four or five panels 
in the monastery of S, Agnese, originally forming one 


1 On the wall, near the entrance 
close to the altar, are two figures 
of S. Elisabeth and S. Chiara, in 
proximity to which: “MDVI. die 
prima Augusti’’. On another wall 
are figures of SS. Buonaventura, 
Bernardino, Louis, and Anthony of 
Padua, the heads of which are all 
damaged by stains. These parts of 
the cappella delle Rose seem to 
be done in the style of Eusebio. 
The rest, we shall see, is by Tibe- 
rio d’Assisi. 

® See antea, Ingegno. The 
figure is a little under life size. 
A small spot on the forehead, 
and others were restored by the 
painter Cornelius. 

3 The Virgin and child recalls 
that of Raphael in the Connesta- 
bile gallery, and still more that of 
Raphael (No. 141) at the Berlin 
Museum which with but slight dif- 
ferences is a reverse of this one. 
The Baptist at her feet, in a little 
jacket of skin, is reminiscent of the 
children in Raphael’s Madonna del 
Cardellino. His form is fleshy and 
somewhat puffily rounded. He sits 


holding the cross and pointing’out a 
assage in a book (cut across fore- 
ead and right eye). IS. John Ev- 
angelist and S. Andrew stand, SS. 
Anthony and Bernardino kneel, at 
the sides of the throne, on the 
step of which is the inscription; 
“1512. Eusebius de sco Georgio 
Perusinus pinxit”. On an upper 
border of the throne is the addi- 
tion: “Eionisius Petri Berti fa- 
ciundum curavit”. In the arched 
upper part, two angels hang the 
crown above the Virgin’s head. 
In this picture again one notes, ex. 
gr. in the Virgin, Eusebio’s ten- 
dency to give the line of the nose 
and mouth an oblique direction in 
respect to the oval of the face. 

The predella represents, firstly, S. 
Anthony setting the wounded leg 
in which three erect females (right) 
are copied from Raphael’s Circum- 
cision in the Vatican predella. 
Secondly, the Sermon of S. Antho- 
ny in which a group (left) is also 
copied from the same piece by 
Raphael. Thirdly, the Miracle of 
the ass kneeling before the host. 
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predella; wtich exhibit the same traits;^ and the cata^ 
logiie may be swelled by two more in the Academy, and 
an Adoration in S. Pietro.^ 

One might also claim for Eusebio the Virgin and child 
of the Baring Gallery/ in which a mixture of his style 
and Spagna's is apparent. It is quite likely that both 
were together in the Cappella S. Martino at S. Pietro of 
Perugia. 

In Tiberio, who is a native of Assisi, and whom Va- 
sari does not mention among the pupils of Perugino, we 
have an artist of less feeling and of less power than Eu- 
sebio, whose scarce works are all dated in the first twenty 
years of the sixteenth century. His finest fresco, a lu- 
nette of the Virgin and child, in S. Martino outside Trevi, 
is conceived in the spirit of that assigned to Ingegno at 
S. Andrea of Assisi, and thus connects him with the 
school of which Fiorenzo is the representative; but the 
square shape of the figures, the straight lines of draperies, ^ 
and the sharpness of the colouring already reveal the 
germs of his decline.^ In two angels at the Virgin's 


^ These five panels are now in I 
the gallery of Perugia, some nuin- 1 
bered, some not. They represent: 
1. the Nativity; 2. Adoration of 
the Magi (copied from RaphaePs 
Vatican predella); 3. Sermon of 
S. Bernardino; 4. the Samaritan 
woman at the well; 5. two Saints; — 
all in the character of Eusebio. 

* 1. S Louis; 2. S. Ohiara. In 
these a slight approach to the 
manner of Spagna. The Adoration 
at S. Pietro again reminds one of 
the predella by Raphael at the 
Vatican, but is attributed to Dono 
Doni; yet is not in the style that 
usually distinguishes the latter, 
i. e. mixture of Giulio Romano and 
the Michael Angelescjues. 

We have noted (see antea Peru- 
gino) frescos in S. Agnese at Pe- 
rugia in which Vannucoi’s mould 
and the handling of Eusebio seem 
revealed, also (see antea, Spagna) 
frescos in the monastery of S. 
Pietro at Perugia (cappella S. 


Martino) in which Eusebio’s name 
is also suggested. 

® Assigned, as wo have seen 
(Spagna), to Raphael. 

^ The fresco is altered in colour 
by time, but the sharpness of the 
tones is peculiarly Tiberio’s. The 
fresco is worked up on the old 
principle with red on green. On 
the border of the lunette are the 
words : “.oanes Baptista magi. .... 
de Trevio fecit fieri. Tiberius de 
assi . . .” 

In the Dead House which con- 
tains Spagna’s fresco, there is a 
figure in Tiberio’s manner, of S. 
Emiliano in episcopals, with a 
nun in prayer, near him. The rest 
of the space is whitewashed. 

There are traces of the Umbrian 
style of Tiberio too in a S. Martin 
sharing his dress on an altar to 
the left in the Dead House. The 
figures are , however, very paltry 
(see antea, Pietro Antonio). 
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sides, a reminiscence of Spagna may be discovered. 
At S- Francesco of Montefalco, where Tiberio painted 
a fresco of the Madoima between two saints in 1510, 
and in the Cappella delle Eose at S. Fortunate in the 
same town, where he left five scenes from the life of 
S. Francis in 1512, he is more Peruginesque, yet emptier 
and more lifeless than at Trevi.^ He is more suc- 
cessful in a full sized S. Sebastian on a pilaster, rude 
and mechanical though it be,* in the same edifice. A 
counle of angels attending a Virgin and child, with saints, 
in the Cappella S. Girolamo at S. Domenico near Assisi, 
reminds one again of Vannucci, whilst the Madonna brings 
us back to the manner of the so-called Ingegnos. Amongst 
the saints, S. Chiara is striking as a mere copy of a 
figure by Simone Martini in the chapel of Cardinal Gen- 
tile at S. Francesco of Assisi.’ The incidents from the 
life of S. Francis, repeated in 1518 in the Cappella delle 
Eose at S. Maria degli Angeli near Assisi, give no 
higher idea of Tiberio,^ and other productions to which 
his name might be attached are only to be registered for 


^ Kote the pilaster and border 
of this fresco. Note also the orna- 
mentation of the throne, and the 
defective drawing of the extremi- 
ties in S. Andrew (beard and hair 
in part renewed). The figures have 
no relief and the shadows are of a 
dull red; the outlines sharp 
and wiry. On the pilaster to the 
left are the words: “Mai Fran- 
cesco Everillus salvatus Augusti”, 
and on the border: “.pus fecit 
fieri familia Agusti de Montefalco 
die XV mensis novembris AD. 
MCCCCCX. Tiberiu de assisio 
pii’’. Looking carefully at this 
piece it suggests the probability 
thatTiberio should be the executant 
of Virgin, and child, and four 
saints (No. 146) in the Berlin gal- 
lery, attributed thei^e to Perugino. 

In the chapel of the Roses at 
Fortunate, an Eternal and seraphs 
in the ceiling are a feeble imita- 
tion of Perugino, The following 
inscription authenticates the fres- 


cos: “Gratia dei bei factum hoc 
opus ad MCCJCCCXII. XX. die 
maii impesis chili seide S. Sebas- 
tian! pro aia sua suorum et de- 
funct'onim. Tiberius de Assisis 
pinxit”.' 

2 The Virgin adores the infant 
recumbent on her lap. Two angels 
kneel at her sides. Two others 
hang the crown over her head. To 
the left are SS, Bernardino and S. 
Jerom, right, SS. Francis and Chi- 
ara, and a female in black, in 
prayer. On the border are the 
words: “Hoc opus fecit fieri Ga- 
leottus de Bistocchis de Assisi A.D. 
MDXVn. dieV*^ Septem.” The 
Virgin is like that assigned to In- 
gegno on the arch of S. Antonio 
(road to Moiano). In the same 
chapel are a S. Sebastian and a 
S, Roch, inferior to the foregoing, 
inscribed: “Facta fare de Satori- 
lio da CapeUo MDXXII, by Tibe- 
rio or one of his schooL 

^ This* part of the chapel is by 
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the sake of history.^ The latest dates connected with 
Tiberio are of 1521 and 1524. In 1521, Fiorenzo and 
he appraise for Giacomo di Gherardo of Citta della Pieve.^ 
In 1524, he receives payment for the arms of Clement 
the Seventh, on some monument at Assisi.^ 

Three authentic pictures by Sinibaldo Ibi mark him as 
one of the feeblest of the followers of the Perugi- 
nesque school, in the beginning of the sixteenth century. 
At GubbiO; where he was in company with Orlando of 
Perugia,^ he finished the Virgin and child between SS. 
Sebastian and Ubaldo, in 1507, for one of the cathedral 
altars. Without any powers to justify his pretensions, he 
affects to rival the grace of Pinturicchio, and the tender- 


another hand than that already 
deserihed near the altar. Close to 
the door facing the latter, one 
reads: “Hoc opus gratia Dei con- 
sumatu fuit AD. MCCCCCXV. . 
Mezzanotte gives the date as 1618 
and adds the name: “Tiberius de 
Assisis pinxit, ” which is now absent, 
(Life of Perugino, p. 237.) The 
person who paintedthe portion here 
alluded to, is obviously Tiberio j — 
who chose for subjects: 1. the 
Preaching of S. Francis and Pub- 
lication of the Indulgence; 2. S. 
Francis in the midst of roses be- 
fore a Pope and his suite of cardi- 
nals; 3. Christ and the Virgin in 
glory, and S. Francis below, offer- 
ing roses at an altar; 4. S. Fran- 
cis naked amongst thorns (lower 
part new) j 5. S. Francis between 
two angels (much injured). A lu- 
nette above the altar, with S. 
Francis and his companions, seems 
also by Tiberio as well as an Eter- 
nal (injured) in the ceiling. 

^ In the cappella S. Antonio at 
S. Francesco of Assisi is an altar- 
piece of the Crucifixion, four wait- 
ing angels, SS. Liberius (?), An- 
thony the abbot, Francis and Chi- 
ara, a flat and wire drawn picture 
by Tiberio (figures life size). In 
the gallery of Perugia, two Cruci- 
fixes (No. 206. 208) are classed as 


productions of the fifteenth cen- 
tury, and are probably by Tiberio. 
Eight lunettes with scenes from 
the life of the Virgin in S. Anna 
of Foligno seem by the same hand 
as well as several frescos on the 
walls of the church of S. Simone, 
on the road to Bettona. Mariotti 
mentions a Nativity and a Majesty 
signed: “Tiberius de Assisis p. p. 
MD XVIII”, near MurelU, out- 
side the suburbs of Perugia (Lett, 
ub. sup. 209 — 10). 

2 In this record he is called Ti- 
berius Diotalevi de Assisis. Ma- 
riotti, ub. sup. 210. 

® This notice is taken from a 
sketch of the life of Dono Doni in 
Archivio stor. ub. sup. ser, 8. No. 
40. Oct. 1865, by Antonio Cristo- 
fani. Prom the same source wo 
learn that Tiherio’s brother Dio- 
sebio was also a painter. 

^ Orlando is noticed as the com- 
panion of Sinibaldo Ibi at Gubbio 
in a register of expenses of the 
fraternity of S. M. de’ Laici(Libro 
di Amministrazione. 1604 to 1509,’ 
p. 91). In the “Libro dolle K^for- 
mazione del Comune di Gubbio, 
1502 to 1506. p. 106” Orlando’s re- 
ception of the right of city at Gub- 
bio is registered (see antea as to a 
banner in S. Croce, and in Pintu- 
ricchio, as to a Nativity in the 
Duomo of Gubbio). 
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ness of Raphael, but the result is altogether poor. His 
infant Christ is wooden. His S. Sebastian totters on the 
floor, and S. Ubaldo is a caricature of Manni. Mechani- 
cal outlines and dark strips of shadow, insufficient to 
relieve a flat red tone of flesh, are prominent faults.^ 

It is puzzling to be asked to assign to the same hand 
a Virgin of Mercy in the collection of the Marquis Ran- 
ghiasci at Giibbio, a canvass banner in -which Raphael is 
instated with a certain success and with much of the 
character peculiar to Timoteo Viti.® We revert to the 
more certain inferiority of Ibi in an enthroned Virgin, 
child, and saints of 1524, originally in a church on one 
of the islands of the Thrasimene lake, and now in the 
left transept at S. Francesca Romana at Rome,^ and in 


* On the border of a conical ca- 
nopy above the Virgin’s head is 
the date: “AD.MCCGCCVH”, and 
on the sides of the Virgin’s throne: 
“Sinibaldxis Perusinus pinsit hoc 
hopus sexto Kalendas Octobri”. 
Two angels kneeling on clouds at 
the sides of the canopy are fall of 
Periiginesque affectation. The 
same is apparent in S. Sebastian 
on the right of the throne holding 
a dart. S. Ubaldo, in episcopals, 
is a grotesque caricature of the 
manner in which Manni details the 
human features. On the arms of 
the throne are the words: “Hiero- 
nimus de . . ntivolus p. p. plo et 
Madalen sofi sue”. 

® This piece is very superior to 
the foregoing. If proved to be by 
Sinibaldo, it would be his best 
work.. The angels above the Vir- 
gin, holding festoons, are quite Ra- 
phaelesque (one of them is muti- 
lated), and that on the left sup- 
porting the Virgin’s mantle, is re- 
miniscent of Spagna (that on the 
right scaled away). In the fore- 
ground kneel eight figures in 
white under the Virgin’s cloak. 
The Virgin herself has a pleasant 
round head ; the child is outlined 
also in good curves. It is said that 
this is the banner of the brother- 
hood of the Laici for which there 


is a record that Ibi bad the com- 
mission in August 1509, after he 
had, in 1504, painted a banner for 
the same comra unity representing 
also the Virgin of Mercy on one 
side, and S. Ubaldo on the other 
(see MS. Vol. di amministrazione 
della Fraterniti\ di S. M. de’ Laici. 
.1504 to 1509, Ang. 1509, p. 91, in 
the archive ofGubbio, in which the 
commission to Ibi is contained). 

® It was originally in S. Secondo, 
on the Isola Polvese, afterwards 
in the church of S. Antonio Abate 
at Perugia, and in 1813 carried 
away (Mariotti, Lett. 202; Mezza- 
notte 282.) It is now in S. Fran- 
cesca Romana, at Rome, not dat- 
ed 1632 (Passav. Raph, I. 520, and 
Gaye, Kunstblatt, No, 86. 1836), 
but signed as follows on the front 
of the pedestal of the Virgin’s 
throne: “Sinibaldus Pemsinns 
pinsit MDXXIin”. The picture is 
high up, above a door, in the left 
transept of the church (wood, oil), 
figures half life size, much cleaned 
and overpainted. It is defective in 
drawing and without relief. A lu- 
nette of the Eternal, once above 
it, is missing. The saints at the 
Virgin’s sides are four in number, 
including S. John the Baptist; and 
the head of that on the extreme 
right is repainted. 
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an Annunciation of 1528, lately preserved in the Audience 
of the Notaries at Perugia.^ Less authentic, though in 
his mode, are the Madonna and saints of 1510 in the 
hall of the Confraternita di S, Agostino,^ the Virgin and 
child between SS. Peter, Catherine, Agatha, and Paul in 
S. Agostino,^ other subjects in the Gallery of Perugia;'^ 
and a Virgin enthroned between the erect SS, Peter and 
Paul, the kneeling Francis, and Bernardino, in the convent 
of nuns of S. Bernardino at Orvieto.® 

Sinibaldo Ibi is noted in the guild of Perugia, and 
was one of the voters of a hundred at an election in 
1527.® He may claim to fill a space in the chronology of 
Italian artists like that held at the same period by Berto 
di? Giovanni, 

A curt entry in the register of taxes at Perugia proves 
that the latter was a householder in 1497. He made 
pennons for the trumpeters of the Magistracy in 1501, 
with Fiorenzo and Eusebio; is noticed in a record of 
1507, and in documents of 1511 — 13 as companion in art 
to Domenico di Paris AlfaniJ In 1516, the nuns of S, 


* This panel passed into the 
hands of Signor V. Bertelli, and is 
now deposited in the Perugia gal- 
lery under No. 160. It is much in- 
jured, has inky shadows, and is 
said (our notes are mislaid) to bear 
the inscription: “Scribarum im- 
pensa, Sinibaldo Perusino pictorc 
fiebat opus ex archetipo veniens 
MBXX*’, and on the base of the 
desk, before the Virgin: 

“MDXXVHI”. 

(Mariotti 203—6). 

® Virgin and child enthroned in 
a court between Augustin and 
Sebastian. On a hexagonal step 
the date: ‘'AD.MCOCCCX” (wood, 
oil), now. under the name of Manni 
in the Peragia gallery, not num- 
bered. The piece is not without 
character akin to Manni’s, but of a 
lower class. The Virgin, in an ex- 
aggerated movement, is Perugi- 
nesque, the child very heavy 
and square, the S. Sebastian affect- 
ing a mannered pose, and wooden, 


the S. Augustin paltry and short. 
Colour flat, pale yellow; -drapery 
common. 

® Wood, oil. On the step one 
reads: ‘‘AD. M.CCCCCVIIII. 

L. A. S. L . The last letters are 
like those in the Adoration of the 
I Magi by Eusebio (see antea). The 
picture is light and unrelieved, 
more like Manni or Eusebio than 
Ibi. 

' * Perugia gallery. No. 66. S. 
Francis (w6od, oil), of a pleasing, 
but flat tone. No. 129. Virgin, 
child and two saints, cold, poor 
and injured. 

^ Wood, oil, well preserved. The 
figures are short, the head round, 
and the gi'oup of Virgin and child 
reminiscent of the Raphaelesque. 
Ibi is perhaps the author of the 
copy of Perugino’s Marseilles altar- 
piece in the Castelbaroo gallery 
at Milan. 

® Mariotti Lett. 206. 

’ Mariotti 206. 206. 232. 242. 
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Maria di Monteluce near Perugia, renewed an old con- 
tract with Eaphael for a Coronation of the Virgin, agree- 
ing to pay him 120 ducats on the arrival of the panel 
from Eome in 1517, and binding Berto di Giovanni to 
furnish the frame and predella for 80 ducats.^ It is 
historical that Eaphael was unable to fulfil his promise to 
the nuns, and that the contract was not carried out till 
1525, by Giulio Eomano and Penni. Disappointed in 
1517 by the neglect of Eaphael, it would appear that the 
nuns employed some one to furnish a Coronation to take 
the place intended for EaphaePs. At all events, there is 
a representation of the subject in a poor style, reminis- 
cent of Ibi and Manni, on the altar onc6 occupied 
by that of Giulio Eomano and Penni in S. Maria di 
Monteluce.^ It is dated July 25. 1517, and seems by 
the same hand as a S. John Evangelist in Patmos at S. 
Giuliana of Perugia.^ At the foot of the altarpiece of 
S. GiuKana is a predella with various subjects: two fe- 
male saints, a S. John Evangelist, a Martyrdom in a cal- 
dron, and a miracle. The style displayed in these small 
works is more modern than that in the figure of the 
Evangelist in Patmos above it. 

When the Coronation originally ordered of Raphael 
was brought from Eome to S. Maria di Monteluce in 
1525, the predella, including the Nativity, Presentation, 
Marriage, and Death of the Virgin, was deliveij^d, it 


* The whole contract in Bian- 
coni, Opere, Milan. 1802. Vol. IV. 
p. 52, is reprinted in Passav. ub. 
sup. Raphael. II. 882 and foil®. 

* The Virgin is crowned on a 
high throne, at the sides of which 
are SS, John the Baptist, Peter, 
Augustin (?) and Paul, SS. Jerom 
and Francis kneeling in front. On 
the throne step: AD. M.DXVU 
die XXV Julii. The forms are not 
pleasirrg, and there is no relief. 
The drawing is mechanically care- 
ful, but faulty. The flat colour 
shaded with grey, is a hard light 
red. The style recalls Manni and 


Ibi. Mezzanotte attributes the 
picture to ' Domenico Alfani (p. 
262). 

5 Now Perugia gallery No. 16. 
Same manner as the Coronation, 
of slight' colour and done at one 
painting. The figure of S. John 
is grotesque, ill proportioned and 
badly drawn. Wood, oil- The 
Eternal looks down from a lunette. 
The original drawing for the Ev- 
angelist, by the same hand as the 
picture, is in the Royal collection 
at Stockholm, under the name of 
Raphael (from the Crozat collec- 
tion). 
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may be presumed, by Berto wbo had contracted for it. 
This predella, dated 1525, is like a production of a 
later Eaphaelesque, of a red-brown colour with strong 
shadows. It betrays the hand of one in the same relation, 
as Bagnacavallo is proved to have been, to Raphael; but 
it is curiously like the predella of the S. John Evangelist 
in Patmos at S. Giuliana of Perugia. ' Are we to infer 
that the painter of the Evangelist and of the Coronation 
of 1517, who at that time imitated Ibi and Manni, is the 
same who, in the interval between that date and 1525, 
changed to a more lively and modern Raphaelesque man- 
ner? These questions must remain open for the present. 
It may bd necessary in the meantime to note that an 
Eternal and a Virgin in the Naples Gallery, which seem 
fragments of one altarpiece, resemble in execution the 
Coronation of 1517 at Monteluce.^ We thus know but 
little really of Borto di Giovanni; and the only addi- 
tional fact connected with his life is that he laboured for 
the magistrates of Perugia in 1520, and was of the Pe- 
rugian guild.^ His son Jerom is in its register also 
from 1523 to his death in 1543.^ 

Turning for awhile from the consideration of works by 
native Perugians, we shall not find a less remarkable ex- 
tension of the influence of Perugino and Pinturicchio in 
Francesco of Cittk di Castello, or Thifemato, who reminds 
us in^n Annunciation at S. Domenico of that place, of 
the class which Ibi represents, with longer proportions 
in the human frame, and draperies of more unnatural 
festoon.^ A similar subject in the sacristy of the cathe- 


* Naples Museum. No. 284, 
(wood, oil, life size) represents the 
Eternal in a glory of rays and se- 
raphs (four) with a crown in his 
hands, wooden in form, raw in co- 
lour. Not numbered (wood, oil), 
in addition, Virgin, half length, 
also with a crown in her hand. 
These two pieces, by a pupil of 
Perugino, exhibit the same style 
of art as the S. John and Corona- 
tion of Monteliice of 1517. 


® Mariotti 207. 

® Orsini. life of Perugino ub. sup. 
note to p. 294. 

4 This picture (wood, oil, figures 
almost life size) hangs in the choir 
of S. Domenico. On the front of 
the floor one reads: “Franciscus 
Thifer”. Francesco is a low class 
Umbrian painter, whose colours 
are given with high body , and 
slightly glazed, the tone being ge- 
nerally a little red. The outlines 
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dral,^ and a Virgin, child, and saints in the convent 
church of Tutti Santi,^ a Virgin and angel annunciate 
belonging to Signor Mancini,^ all in Citta di Castello, 
betray an effort to mingle the Peruginesque -with the 
grace of the youthful Raphael, whilst now and then a 
fibre as of Signorelli may be traced. 

A far more interesting and able man in this class 
is Gerino of Pistoia, whose education in an Umbrian 
atelier produced an art of a Peruginesque stamp. His 
character is cleverly drawn by Vasari, who says that 
he was a friend of Pinturicchio, a diligent colourist, 
and a follower of Vannucci.^ When he did the Virgin of 
Succour at S. Agostino of Borgo S. Sepolcro in 1502, he 
might already be considered a fair copyist of his master 
as regards type and proportion, drawing, and colour;® and 
there is no reason to doubt that his talents were valued 
at that time and in that spot beyond those of others, as 
the remains of frescos about cotemporary with the Virgin 
of Succour still testify. Of these some are preserved in 


which are also red, are broken and 
angular. The Virgin, strained in 
movement, has a long thin head 
curiously dressed in tresses. The 
hands are drawn and cramped in 
the Umbrian fashion. The angels 
in flight, at the sides of the Eter- 
nal in benediction, are obe^e in 
face, the cherubs in the glory 
round headed. 

^ This Annunciation is repre^ 
sented in an interior (wood, oil, 
figures half life size, injured). 
There is great affectation in the 
forms which are imitated without 
success from those of Raphael’s 
early time. The faces betray an 
effort to realize something in the 
mode of liSignorelli. 

*,The subjects of this arched 
altarpiece are the Annunciation in 
a lunette, and the Virgin and 
child between SS. Augustin, Ca- 
therine,. Francis and Nicholas. 
There is a Peruginesque turn in 
the figure of the angel annunciate. 
The infant in the lower composi- 


tion gives the ring to S. Catherine. 
The attempt to approach, in these 
and other figures, the grace of 
Raphael is singularly unsuccess- 
ful. The outlines are hard, the 
colour dry, but the careful execu- 
tion, especially of hair and beard, 
would not be unworthy of Timoteo 
Viti. 

® This panel, assigned- by some 
to Signorelli, is said also to have 
been part of Raphael’s Dudley 
House Crucifixion, if so, by an- 
other hand (wood, oil). 

Vasari. V. 276. 

® This is a canvass. It represents 
as usual the Virgin, erect, saving a 
child from the grasp of Satan, and 
threatening the evil Spirit with a 
stick, whilst the mother kneels on 
the left, in prayer (life ^ize figu- 
res). The flesh of the child is 
bleached by exposure, and the 
drawing is bared, but there is no 
restoring. On the ^border one 
reads: “Hoc. opus pisit Gerinns 
pistorensis MCCCCCH” 
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a passage leading to the sacristy of the Pieve,* and others 
•are visible, though rapidly yielding to the effects of time, 
in a tabernacle at Fonte Secca di Borgo, outside the 
Porta Nuova of Borgo S. Sepolcro.^ In his fresco at the 
Pieve, which represents S. Barbara and a couple of other 
saints, he leaves the impression as of a tolerably gifted 
artist, partial to warm tones, more nearly related to Pe- 
rugino than to Pinturicchio. In the tabernacle, the fine 
contours of an erect Virgin and child between SS. Se- 
bastian and Eoch, give an idea of his power as an imi- 
tator of young Raphael and of Perugino. Without fur- 
ther inquiry, one might say of Gerino in consideration of 
these efforts that he was a second-rate Peruginesque, head- 
ing Manni and Eusebio, but inferior to Spagna. 

In 1506, he is employed in the cathedral of his native 
city,? and in 1509 he furnishes for the neighbouring 
church of S. Pietro Maggiore an altarpiece of the Virgin, 
child, and saints, that may still be seen there. Years 
have elapsed since he frequented the atelier of Perugino, 
and in the interval he has altered. The weight and 
breadth - of the head in his figures become more con- 
spicuous; the frames are smaller, and the draperies are 
more paltry. His art is thus more akin to Pinturicchio^s ; 
but his drawing, and the soft fusion of rich and juicy 
tones disclose an increased tendency to study RaphaePs 
early creations.'* This mixture of Perugino, Pinturicchio, 


^ Vasari mentions these without 
giving the subjects (V. 27C). S. 
Barbara holds a tower, and near 
her, on the foreground, is a saint 
wielding a sword. The other frag- 
ment represents a canonized car- 
dinal and a friar in white, Vasari 
also speaks of a Circumcision hy 
Gerino (wood, oil) in the Com- 
pagnia del buon Gesii at Borgo 8 : 
ISepolcro, but it is missing (Vas. V. 
276). 

® Tliis fresco is likely soon to 
disappear. Is it that described by 
Vasari (V. 276) as “Sulla Strada 
che va ad Anghiari’’? 

8 The navment for a figure of 


I S. Zeno above the door of the Du- 
I omo, iioar the Campanile, is in 
I Gualaudi, under date : August 18. 
1606 (Momorio. ub. sup. ser. 6. 

p. 66). 

^ Under a dais like those of Pin- 
turicchio, the Virgin sits enthroned 
with the naked infant Christ 
erect on her lap. On the left stand 
a youthful figure in amour, and 
Saint Peter, on the right, SS. Paxil 
and John the Baptist (figures all 
but life size). In a predella is 
Christ between the twelve apost- 
les. On a “cartellino,” on the step 
of the throne, one reads: “hoc 
opus fecit Gerinus l-^istoriesis 
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and Raphael is most striking in the Last Supper at S. 
Onofrio of Florence, attributed by so many critics to 
Vannucci and Sanzio; and it is not unlikely that Gerino 
with other pupils of Vannucci should have had a share 
in its execution. He produces, indeed, something like it 
in the frescos of S. Lucchese near Poggibonsi. He 
laboured in the convent of that name about 1513, and 
two scenes from the life of Christ with that date and 
his signature are preserved in a refectory, now turned 
to the profane uses of a canteen. They are hastily 
done, of sti'ong colour, and mannered in drawing, though 
still Peruginesque, and showing the gradual descent of 
Gerino into the slough of conventionalism and ease,^ 
In later years, a fresco of S. Agatha and S. Eulalia^ 
(1520), in S. Paolo, and a Coronation of the Virgin 
on the first staircase of the Palazzo della Comunitk, 
at Pistoia strongly show the feeble side of his cha- 
racter.2 He is less Peruginesque and more Florentine, 


MCCCCOVUir’. There is no ba- 
lance of light and shade. The saint’ 
in armour has a round Peruginesque 
head, similar in this particular to 
those of the Virgin and child, and 
of Su Paul. The face of B. Peter is 
pinched and small (injured bj old 
restoring). The picture -has been j 
recently cleaned, but remains in ' 
its old gilt frame. j 

See for a panel in the style of 
the above a so-called Peiugino in 
the gallery of Count Sergei Stro- 
gauoff at S. Petersburg (antea, 
Perugino p. 263). 

* In one arch is Christ amongst 
the apostles, and raising one of 
them who kneels before him, all in 
a landscape (figures less than life 
size). In another- is the Miracle of 
the loaves and fishes. On a bor- 
der in which are a Virgin and 
child, and a B. Francis, one reads: 
“Hoc opus pinsit Gerinus Pistori- 
ensis. 1513”. The whole of the 
remains is much injured. 

In the church of the fortress of 
S. Lucchese (on an altar to the 
right) is a panel, in tempera, re- 


presenting the Noli me tangere 
with the Eternal above in a circu- 
lar glory, and in a border, (in 
rounds) SB. Prancis and Anthony 
the abbot. This piece is settled in 
many places. It reminds one some- 
what of Lorenzo di Credi, but it 
may he by Gerino or one of his 
I school. 

j ^ The two saints are little below 
life size, of a dull reddish flesh, 
tone; inscribed: “Jacopo di Cris- 
tofano Donzello de Sinnioria a 
fatto faro qnesto altare per sua 
devotione.. 1620”. The character 
of the figures is more than ever 
small, the handling like that of a 
later picture at the Uffizi in Flo- 
rence. In the fresco of the Coro- 
nation, BS. Appollonia and Eulalia 
kneel at the sides of the fore- 
ground. 

A wall painting on one of the 
altars to the right, in S. Andrea of 
Pistoia has recently been unco- 
vered. (It had been partially con- 
cealed b7 ^ canvass of more mo- 
dern date.) It is much repainted, 
but exhibits something of Gerino, 
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but weak as a draughtsman, and no longer charming by 
richness of tint. The Virgin with saints of 1529, ori- 
ginally in the Convento di Sala at Pistoia, and now in 
the Uffizi, exhibits the progress of this final change more 
clearly still. The Perugian element is not entirely era- 
dicated, but nearly so, and the tints are grey and dull. 
One could hardly tell, indeed, how the same Gerino should 
produce a piece so totally different from that of 1502.^ 
But the history of this gradual transformation teaches us 
that a man of second-rate powers may in his youth, and 
at a good school, be respectable in works which he no 
longer equals when he has lost the spur of rivalry and 
the advantage of daily studying the examples of a great 
master. 

Without the feeling of Gerino for colour, but influenced 
in a certain measure by Pinturicchio and Vannucci, Gio- 
vanni Battista of Faenza, or Bertucci, as he is more 
commonly called, now claims a place in the class with 
which we are busied.^ At bottom, Bertucci inherits 
the technical handling, the dull opacity of tone and the 
rigidity of Palmezzano; but he also has a local stamp 
with some Umbrian sentiment; and his pictures are kindred 
of others by uncertain artists at Faenza.^ The earliest 
of these is a Virgin and child enthroned between two 
kneeling saints, in the Pinacoteca of Faenza, an assemblage 
of poor dry figures of pale brown grey tone in flesh, by 


Subject: the Crucifixion (Christ in 
wood) with many saints; in a lu- 
nette, the Resurrection. AS. James 
in S. M. dell’ Umilthis also assign- 
ed to Gerino (Tolomei, Guida, p. 
93, and Tigri, Guida, p. 217). It is 
a canvass, dated: “MD”. 

^ XTffizi, No. 41. Virgin, and 
child between SS. James, Cosmo, 
Mary Magdalen, Catherino, Roch, 
and Dominick, inscribed: ‘‘(Jeri- 
nus Antonii de Pistorio pinsit 
1529”. This picture, originally in 
the convent di Sala, was cxchang- 1 


ed for the Uffizi with a picture by 
Rosselli (Tolomoi, Guida, p. 176). 
There is a rommiscence of Fra 
Paolino of Pistoia mingled with 
the Old Peniginesciuo character in 
this picture. 

* Giovanni Battista is not to be 
confounded with a later painter of 
the same name, for whom see Bo.t- 
tari, Raccolta in voL 7. pp.‘ 98 and 
104. 

* Of these see a catalogue in 
the Calendario Faontino. 
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a precursor of Bertucci ; ^ the next a Nativity with saintS; 
and a Flight into Egypt in the distance, in the same 
Gallery, equally careful in finish, but combining the 
same sort of poverty in forms and colour as the previous 
example, with something Peruginesque in the faces.' An 
Adoration of the Magi in this collection follows, and ex- 
hibits more of Bertucci's character, being on a level in 
value with two frescos of saints in niches in the sacristy 
of the Servi at Paenza. The latter, however, though lean 
and slight, are not without dignity, and have a mixed 
Florentine and Umbrian air.^ A Christ on the road to 
Golgotha, and a Pieta, bright wall paintings removed 
from the refectory into the cloister of the Michelline of 
Faenza, are conceived in the Umbro-Peruginesque style, 
but not without expression or life in the features and ac- 
tion of the thinly built personages. The art is akin to 
Gerino s and not improbably Bertucci's.'^ Two Madonnas 
of the school might be named in the Communal Gallery at 
Forli and in the Borghese Gallery at Eome.^ We come 
upon Bertucci with certainty in a ^^Majesty^^ inscribed 
and dated 1506, in the Municipal Gallery of Paenza. It 
is remarkable for tenuity in the engraved outlines, for the 
length and leanness, as well as overweighted head, of the 
figures, for the hardness of the drapery, and the redness 
of the flesh tones. In a lunette, the Eternal glances down- 
ward upon the portico, in the arches of which two angels, 


^ Wood, figures one third the 
size of life. 

2 Much damaged and partly re- 
newed in the draperies. It is cata- 
logued amongst Bertucci’s works. 
The child lies on the ground with 
the youthful Baptist near it; the 
Virgin and S. Joseph in adoration 
at its head and feet. On tfie sides, 
SS. Jerom, John, and Bernardino 
(wood, oil). A piece has been 
added to the bottom of the panel. 

^ These saints are in niches with 
scolloped semi-domes. They are 
in fresco and of life size. One is 
the beato Enea with a cross, a lily, 

VOL. HI. 


and a book; the other is the beato 
Giacomo Bertoni with joined 
hands. Both are in friar’s dress. 
The necks and hands are thin and 
small. 

4 The figures in these fragments 
are one quarter of life size. 

® At Forli, the half length Virgin 
and child are attributed to one 
Giovanni Battista de Eusitis, by 
whom it is said there are inscribed 
works in existence. 

In the Borghese gallery the Vir- 
gin and child (No. 34) is assigned 
to Perugino, but is probably by 
Bertucci. 


23 
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in the Umbrian mould of Perugino and PinturicchiO; hang 
the crown of heaven above the Virgin^s head. Two more 
hold up the drapery of her cloak as she stands erect with 
the child in her arms. In front of her, two boys of slight 
proportions have each a foot on the step of her pedestal, 
one to the left looking up with joined hands, the other 
playing a mandoline.^ Other pieces of the same sort, in 
which the rigidity of the Forlivese school is apparent, 
adorn the Gallery, ex. gr. two panels with SS. Hypollitus 
and Romualdo, Benedict and Lawrence in couples;- a 
Baptist in the desert, ^ a Magdalen in a landscape,^ in all 
of which the colour reminds one of Palmezzano's for its 
flatness, rawness, and cold shadows ; whilst the method of 
rendering form and drapery unites Umbrian peculiarities 
with the angularity of Cotignola. With such things before 
us, we cannot assign to any one else but Bertucci the Ado- 
ration of the Magi in the Berlin Museum, which has been 
catalogued under Pinturicchio’s name, and the Glorifica- 
tion of the Virgin in the National Gallery attributed to 
Spagna. The first was commissioned for the Manzolini 
family in S. Caterina of Faenza;*’’ the second was for a time 
in the Ercolani collection at Bologna. The Adoration is 
composed and drawn after the fashion of Pinturicchio's 
Siennese works, but tinted like Bertucci's, and filled with 
figures of his tenuous outline. The Glorification is still 
more remarkable.® The Virgin and child are not uri- 


* The altarpiece is 6 feet 2 in- 
ches by 2 feet Ona“cartellino” 
are the words: “Joanes Baptista 
de Favetia pi sit ano domini 1506”. 

^ Size, 4 feet 4 by 1 foot 9 inches. 
The colour of strong impasto, un- 
glazed, like the works of Panotti 
of Ferrara. 

® The movement, pose and dra- 
pery quite like those of Pintu- 
ricchioj •— size, 3 feet 772 by Ifoot 
10 inches. 

^ Same size and appearance as 
the foregoing. In the same gallery 
is a fragment (wood) inclosing a 
round of the Virgin and cl did by a 


local painter imitating Pintu- 
riccliio and Spagna, and the youth 
of Raphael. 

^ Vermiglioli, Vita diPintu- 
riccluo; p. 28. The picture is No. 
1S2, in the Berlin Museum (wood, 
oil). The style of drawing, cast 
and detail of drapery, value of 
local tone, and technical execution, 
are all like those of Bortucers 
Virgin of 1600. 

® No. 282. National galleiy, 
pxirchased from the collection of 
Lord Orford at Wolverton, same 
stylo and handling as at Berlin* 
and Faenza. 
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like Pinturicchio^s in the altarpiece of 1508 at S. Andrea 
of Spello; but the two infant angels on the marble plat- 
form below are in the spirit of those placed by Bertucci 
in his picture of 1506. The glassy raw tones are like- 
wise similar to those of the Faventine who jumbles in a 
lifeless centO; Pinturicchio, Spagna; and Palmezzano. 

The spread of Perugian art was not confined; however; 
to Umbria or the Marches. To the South it went as far 
as Naples; to the North it touched the Alps. 

In the refectory of S. Maria la Ntiova at NapleS; an 
Umbrian composer; with slight powder as a draughtsman 
or a colourist; has bequeathed to us a whole series of 
frescoS; which by some strange caprice or error have been 
given to the Donzelli. In a lunette, the Virgin receives 
the crowm from the Redeemer, in the midst of angels. In 
a lower course, the Virgin and child are adored by the 
Magi; in the presence of a numerous suite; and saints of 
the Franciscan order kneel or stand at the sides of the 
principal scene. Beneath this, the Annunciation, and the 
Nativity fill the compartments at the side of a door. The 
spirit of the composition is that of Pinturicchio, the treat- 
ment as rude as anything produced by Tiberio d' Assisi.^ 
But the artist is neither of these. His hand, or at least 
that of one intimately connected with him is to be found 
in a more hasty and unskilfully treated Pietk, with an 
Adoration of the. Magi, and numerous medallions beneath 
it, an altarpiece in a chapel of the convent-church of 
Liveri, two miles from Nola. Some of the figures seem 
repetitions of those in the Adoration at Naples, the style 
of drawing and the colouring being equally, if not more, 
defective. The interest of this panel is great, because a 


* The fresco is injured. A large 
flaw cuts a portion of the Virgin 
and child in the Adoration; and the 
drapery of the kneeling king is re- 
painted. There is also a vertical 
flaw in the Nativity. Amongst the 
kneeling friars at the sides of the 
adoration are (left) SB. Francis, 
Kernardino, and Anthony ofPadtia; 


(right) B. Buonaventura and others. 
Dominici who describes these wall- 
paintings, has discovered that the 
head of the third king is a portrait 
of Alphonso the II. I The charac- 
ter and mould of the slender figu- 
res are ugly, the outlines hard and 
black, the colour brown, rod, som- 
bre, and flat. 


23 ^ 
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^^cartellino^^ on the right hand foreground bears the words: 

^^Magister Franciscus T . 1 us pinxit M.D.XXV. 

If it could .be supposed that in Francesco^s shop the Ado- 
ration was carried out with the help of assistants^ it might 
be inferred that he in person executed the frescos of 
S. Maria la Niiova at Naples. Yet, it may be also that 
Francesco is but the pupil or aid of the author of the 
fx’escos, who proves himself by his woi'k to be of Umbrian 
origin.^ But the altarpiece at Liveri is not solitary. 
Another in the same church is devoted to the Virgin, 
child, angels, and saints, with a crucified Eedeemer be- 
tween the Virgin and Evangelist in a lunette, and eight 
incidents from the life of S. Barbara in a predella. On 
a ^^cartello^^ at the foot of the central panel are the 
words: “Dspiim a franc^ Tollentinate factu posuit simu- 
lacrum ab fmanato Deo 1530.^^ ^ A second is a Virgin 
and child between two saints, with the Eesurrection in 
a lunette, and apostles in a predella, on the pilasters of 
which is the inscription: Jacopo Pastore de Montefus- 
culo pinxit, ano dni M.CCCCCXLIIII.^^ A thii’d, in the 
same shape, is devoted to SS. Zachariah and Elizabeth, 
between SS. John the Baptist ,and James of Coinpostella, 
with an Annunciation in a lunette, and three scenes in a 
predella.^ In the two latter the style is a coarse deriva- 
tion from that of Francesco of Tolentino, but taking its 
rise at an Umbrian source, and of a class in which Gio- 


^ The second and third king are 
similar in appearance and move- 
ment to those in the Naples fresco. 
The colour is flat, brown rod, and 
of a hard thin texture. The lights 
and shadows are hatched , and be- 
tray want of practise in handling 
oil medium. The outlines are 
black. The drawing is poorer, 
however, than at S. M. la Nuova. 
In the border medallions are the 
Messiah between SS.Guarinns and 
Peter, Paul and Bernard. 

2 This altarpiece is in a great 
measure repainted. In the- central 


panel, the infant Christ takes 
cherries from the young Baptist; 
and two angels hang the crown 
over the Virgin’s head. At the 
sides are SS. Anthony the abbot 
and Barbara. 

® The Resurrection is greatly 
damaged. The saints at the Vir- 
gin’s sides are Benedict and 
Jorom. 

* The predella, which is almost 
gone, represents the Nativity, 
Resurrection, and Adoration of 
the Magi, 
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vanni de Monte Rubiano has already found a place. That 
class is headed by Vincenzo Pagani of Monte Rubiano, to 
whom a Peruginesque ^^Holy Family with saints^^ miscalled 
Orivelli, in S. Francesco of Monte Santo Pietongeli near 
Fermo, may be assigned/ and Cola delP Amatrice, who 
apes Raphael and Michael Angelo. 

An ill taught Northern painter upon whom Perugino 
left a clear impression is Franciscus Verlas, whose Vii’gin, 
child, and angels in the Brera at Milan is dated 1511. 
Without feeling or life, Verlas reminds one of Vannucci 
in his angels, whilst his Virgin and child are like those 
produced by the later followers of Mantegna.^ He is 
still more Peruginesque in a marriage of S. Catherine 
dated 1512, at Schio neai* Vicenza. The Eternal in bene- 
diction, in a lunette, is fairly though flatly imitated, 
the children are di'awn in the pufiy Umbrian mode of 
Gerino of Pistoia.^ The chiesa dell'Ospitale in which this 
altarpiece is preserved, seems to have been decorated 
almost entirely with frescos by the same hand.‘^ A later 


^ Ricci (Painters of the Mar- 
ches nb. Slip. I. p. 210), assigns 
this picture to Crivelli. It is an 
altarpiece in courses with the 
Holy Virgin, child, and young 
Baptist in the centre, between SiS- 
Anthony of Padua and Peter, 
Francis aud Sebastian. In an up- 
per course, the Piet^i between SS. 
Lawrence and a bishop, Bernar- 
dino and Catherine. In pinnacle 
rounds, the Eternal between four 
saints. Predella. Christ between 
the twelve apostles (wood, oil). 
This piece shows a derivation 
from Perugino and recalls Eusebio 
in type and character. It has the 
same stamp as Pagani’s authentic 
works of 1607 at Pausola, and 
1529 at Sarnano; as others in the 
cathedral, and S. Giovanni, as 
frescos in S. Liberata, of Mace- 
rata, as a picture in S. Francesco 
of the Minorites at Massa. 

* Milan, Brera, No. 231, signed: 
“Francischus Verlas MDXI.”, on 


canvass, of a grey and opaque 
tone. 

® Chiesa dell’Ospitale. Can- 
vass, oil, inscribed on a card, on 
the step of the throne: “Fraucis- 
cus Vorlus de Vicentia pinxit die 
XX. Junii MDXII”. The Virgin 
sits under a throne festooned with 
fruit. S. Catherine, to the left, re- 
ceives the ring; near her, S. Lucy 
and another female. To the right 
S. Joseph with, an infant holding 
the hem of his dress, and S. John 
the Baptist by him. The Eternal, 
in a lunette, is attended by two 
angels. The latter is quite Penigi- , 
uesqiio, of a cold flat, but rosy 
tone. The Virgin and S. Catherine 
have coarse round heads ,* the chil- 
dren are grotesquely puffy. The 
forms and drapery generally are 
Umbrian, But the picture, in its 
pilaster and border adorned with 
patterns and gambols of infants, is 
much injured. 

^ One side .of the nave contains 
a series of panelled frames filled 
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instance of Verlas' third rate adaptation of Perugino 
is a canvass of the Virgin, child, and saints, dated 1517, 
in the parish church of Sarcedo near Thiene (province of 
Vicenza).^ Another, equally characteristic though un- 
anthenticated by a signature, is the Madonna and saints 
in the chiirch of Velo by Thiene, in which the drawing 
is taken from a cartoon by Vannucci*, and two children 
at the foot of the throne are copies from the Perugino 
of Marseilles.^ We shall see in a further notice of the 
school of Vicenza, how Speranza, a local artist, received 
an impress from the Umbrians, whilst Bartolommeo Mon- 
tagna, in some pictures, imparts to bis subjects something 
like a reminiscence of the Poruginesquo. Having thus 
reconnoitred the countiy outside Umbria in which Van- 
nucci^s example found attraction, we revert again to Pe- 
rugia, to the career of the two Capoi-ali, of Mclanzio, and 
the Alfani. 

Bartolommeo Caporali is one of the old and inferior 
craftsmen whose names arc found in records in connection 


with scenes from the lives of the 
saiuts, and one with siug’ing’ chil- 
dren, lieneath these uro eleven 
half lengths of saints^ male and 
female, in rounds. Above the arch 
of the tribune is Christ in bene- 
diction with SS. John and James. 
On the other side of the iiavo, the 
continuation of subjects similar to 
those first described, the whole in 
Verla^s manner, not to bo con- 
founded with that in a canvass 
of theYirgin adoring the infant on 
her knees, between saints ; a local 
tempera of the close of tbe fif- 
teenth century. 

One may note in passing as 
works with a local stamp, at S. 
Giorgio, noarVelo (close to Sehio) 
frescos of the Crucifixion, Nati- 
vity, Kesurreotion, S. George and 
the dragon, and four Evangelists, 
in a ceiling, of the same weak 
class as an altarpieco representing 
the Yirgin and child between SB, 
George, Anthony the abbot, Blaise 
and Martin, inscribed: “Hoc opus 


focit fieri Bouoncoiitrus l)aui. Bui 
Andree do Piouo do Velio, do ineso 
soptomhris M COCO otavo. (U08) ; 
all injured. 

^ The Virgin’s face is round and 
coarse. She is attended by two an- 
gels; and clierubs show their heads 
around her. The saints at lior 
sides are (from left to right) y. 
Christopher carrying the infant, 
dry, lean and ropiilsivo, S. Jorom, 
a copy one should say from Poni- 
gino, tiS, Uoch and Sebastian 
(foot new). The drawing of the 
latter and of S. Jorom is that of a 
fourth rate Poriigiuesquc. On the 
step of the throne is a “cartellino,” 
on whicli arc the words: “Fran- 
ciscus Verlus do Viceutia pinxit 
1517”. Tlio Virgin and angol an- 
nunciate are at the upper sides of 
the picture, each figure on gold 
ground (canvass, oil). 

® Wood, oil At the sides of the 
Virgin, SB. Anthony the abbot and 
Dominick. 
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with ordinary labours.^ He furnished pennons for the 
magistrates of Perugia in 1472, ^ and contracted for an 
altarpiece in a chapel at S. Lorenzo in 1477.^ He was 
commissioned to deliver a Madonna in 1487 for the church 
of S. Maria Maddalena at Castiglione del Lago/ and in 
1499; he and Fiorenzo valued a picture by Manni.^ The 
only specimen of his skill that has any claims to authen- 
ticity is that of 1487; the several parts of which are pre- 
served in the casa parocchiale at Castiglione del Lago; 
consisting of a half length Virgin and child, SS. Mary 
Magdalen, Anthony the abbot, Roch, and four busts of 
angels. They are rough distempers in which some con- 
ventional affectation of grace remains, though the figures 
are drawn with wiry and broken outlines in a coarse 
and incorrect style recalling Fiorenzo and Benozzo Goz- 
zoli, and coloured in raw and sharply contrasted tints.® 
They are akin to pieces assignable to him in competition 
with Lodovico de Angelis;’^ resembling a mutilated fresco 
removed from S. Qiuliana to the gallery of Perugia,^ a 
panel of 1485 at Ravenna,^ or a Virgin and child dated 
1484, in the gallery of Naples. It would be justifiable, 
indeed, to neglect such poor creations, were it not of 


^ He is said by Mariotti (Lett. 
ub.sup.82) tobave beeufree of tbe 
Perugian guild in 1442; but this 
is possibly a mistake or a mis- 
print. 

2 Ib. ib. ib. 

3 Ib. ib. ib. 

4 Ib. ib. ib. 

» Ib. ib. ib- 

® All on gold ground, and tbe 
distemper hatched as usual over 
verdc ground. The infant, erect on 
the Virgin’s lap, is draped at the 
hip, gives the blessing, and holds 
an orb in his left. The Magdalen 
is partly injured (right side of 
head). S. Anthony’s is a vulgar 
face without brow (large flaw in 
the beard). There is something 
grotesque in the aii* of the S. Se- 
bastian. The angels are less 
feeble. Mariotti gives the follow- 
ing inscription which is no longer 


to he seen: “Pixit Bartholomeus 
Caporalis de Perusio, questa ope- 
ra, ano facto fare e cacciadore de 
Castiglione de Lago. 

A. B. M.CCCCLXXXVn”. 
(Lett. 83—4.) 

’No. 16. Gallery of Perugia. 
Subject: ‘SS. Margaret, Anthony 
and Catherine (antea in Fiorenzo, 
note to p. 166), and Virgin, child, 
and saints at Corciano. 

® Now No. 100. Gallery of Peru- 
gia (autea in Fiorenzo, note to 

p. 156). 

s Triptych, of the Virgin and 
child between S. Peter and S. 
Paul (see antea in Fiorenzo, notes 
to p. 160). 

No. 106. Gallery of Naples. 
(Wood, tempera, on gold ground.) 
The Virgin holds the child erect 
before her, on a parapet. With 
her left she caresses a bird. The 
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advantage, to make note of them for the sake of tracing 
the style of Giovanni Battista Caporali/ the pupil of 
Vannucci, the plagiarist of Cesariano^s translation of 
Vitruvius.' 

It has been stated, without proof as far as present re- 
search can avail, that Giovanni Battista Caporali was born 
about 1476.^ As an apprentice under his father, he might 
have witnessed the progress of the altarpicce of Castiglione 
del Lago; and one might expect to find in the productions 
of his manhood some reminiscence of the paternal maimer. 
He went early in the century (? 1507. 1508) to 
Rome, where he had the personal acquaintance of Peru- 
gino, Pinturicchio, Bramante, and Signorelli, and fre- 
quented the company of Aretino.^^ It was natural that 
if he studied these masters collectively, he should mingle 
inspirations from them with those derived from his father. 
A fresco (of a fair class) in the semidomo of S. Croce 
in Gerusalemmo at Rome offers an example of such a 
mixture. It has already led to the inquiry, whether such 
a man as Antoniasso might not have had a share in it; 
one might now be led to look deeper' into the secrets of 
its origin. The Eternal in glory, at the highest part of 
the semidome is Umbrian after the fashion of a follower 
of Bonfigli, and is attended by angels in the mould of 
Melozzo. S. Helen, below, adoi’cd by a kneeling car- 
dinal, is shaped on the model of Pinturicchio^ though of 


Vii'gin’s head which is small, is 
injured. Manner of Bartolommeo 
Caporali, before the period of the 
Castiglione panels. 

* There is no account of Barto- 
lommeo Caporali’s death, but the 
will of his widow Brigida is pre- 
served (dated 1521). It purports 
to be drawn up “in the dwelling of 
the heirs of Bartholomseus Capo- 
ralis, pictor” (Mariotti ub. sup. 
p. 84). 

® We have not collated Cesaria- 
no and Caporali, but the annota- 
tors of Vasari state that the five 
books with notes and plans of 


which the latter consists, ai'e co- 
pied from the former (annotators, 
Vas. VI. 58). 

3 Mezzaiiotto, Life of Pe- 
ru gin o , p. 271. 

^ Soeantoaiu Perugiiio p. 233, and 
in Pinturicchio p. 292. When he 
published his Vitruvius in 1636 at 
Perugia, ho , sent a copy to Aretino 
who acknowledges it in a letter 
from Venice of Oct. 3. 1537, calling 
the painter Bitte, as Vasari does 
(Vas. VT.67) and reminding him of 
their old relations at Rome. — 8ee 
Aretino , Lettero. 8^ Paris, Vol. I. 
p. 134. verso. 
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heavier build than was usual with him. In groups of 
soldiers to the right there are figures imitating those of 
Piero della Francesca and Signorelli. To the left; the 
nudes of men raising the cross recall Alunno; Signorelli; 
Pinturicchio. As to colour, the injured condition of the 
frescos preclude criticism. It is however possible that 
they should have been carried out in a great measure 
by such a man as the younger Caporali.* 

There is a Virgin and saints in S. Girolamo al Se- 
minario at Citta di CasteUc, signed: ^^Hoc opus fecit 
Johes Bta 1492/^ It seems the school-work of a man 
who had been with Signorelli. We inquire whether this 
can be Caporali.^ 

In S. Salvatore, about a mile distant from Panicale, the 
apse still contains remnants of a Christ in majesty be- 
tween SS. John the Baptist and Peter. Their forms, 
features and expression, the way in which they are 
designed, draped and coloured, are a modernized adap- 
tation of the paltry manner of Bai’tolommeo Caporali at 
Oastiglione del Lago; and the more likely to be by Gio- 
vanni Battista because they are carried out with the 
tricky boldness of the decorations at the Villa Passerini 
near Cortona.**^ 

The same hand, bolder, freer and more closely follow- 
ing Signorelli, yet still with something of Perugifio and 
Raphael, seems to have executed the Nativity and its 
lunette of the Eternal in different parts of the Duomo 
of Panicale.'* The final , expansion of the same style, 
altered by recollections of Giulio Romano and Michael 
Angelo, may be found in the florid handling of sixteen 


* The general tone of these in- 
jured frescos is yellow and verde, 
with shadows bf a coppery red. . 
The distant landscapes in the 

scenes from the legend of S. Helen 
are very heavy. The Eternal’s be- 
wigged head looks agejd* and 
muffled in clothes after Bonfigli’s 
fashion. (fcSee also antea, Anto- 
niasso, p. 169.) 


2 See antea, school of Signorelli, 
p. 33. 

® The colour is a flat dull red, 
but freely and slightly handled. 
The landscape behind the throne 
is retouched. 

4 Wood, oil. The principal panel 
on an altar to the left as you en- 
ter the Duomo, and the lunette in 
the sacristy. 
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classical subjects in the Passerini villa, where Caporali 
tries his hand at vehement action and muscular display, 
draws with a brave sort of facility and colours the wall 
freely with warm liquid tints»^ The frescos of that villa 
afford a clue to other productions at S. M. del Calcinaio 
near Cortona- and elsewhere.^ Caporali died about 1560:^ 

Orsini, copying from a MS, of which he neglects to 
indicate the age, declai’es that a Nativity, begun by Pe- 
riigino at S. Francesco of Montefalco, was completed by 
his disciple Melanzio.^ Wo have seen that some parts 
of it are from the cartoons of Vannucci, but that the 
handling betrays the comparative inferiority of a piipil.^ 
If Melanzio could be acknowledged as the author of this 
fresco, we should have convincing evidence of the ease 
with which artists of a low class, under the orders of a 


* The subjects are given in 
notes to Vasari YI. 145. Vasari 
says that tho Passerini Villa was 
planned and erected by Gio. Bat- 
tista Caporali (VI. 145). The villa 
and its frescos date previous to 
1529, when cardinal Passerini 
died. 

2 At the high altar is a fresco of 
the Eternal with two angels, and 
a panel of the Assumption which, 
if not by Caporali, is in his style 
and perhaps done with tho help of 
Bemabei (Papacello). 

® Caporali executed frescos at 
Mbntemorcino, near Perugia, in 
1547. There are fragments from 
that place at Perugia, in the 
house of jSignor Pampaglini. A 
Virgin and child, a young Baijtist, 
an Angel and Virgin annunciate ; 
on the latter a mutilated date; 
“BXX”. The two first are remi- 
niscent of Manni, the two last are 
more like works of Caporali. In 
the same house, a piece of fresco 
with a half length figure originally 
in S. Severo of Perugia, looks as 
if^ it had been painted by one in 
Piorenzo’s school. The frescos at 
Montemoroino wore* valued -(Nov. 


1547) by Lattaiizio di Monte Ku- 
biano and l)ono Doni (Mario tti, 
Lett. 236). 

Caporali was Decemvir at Pe- 
rugia, in 1519; and a record of 
1521 relates to property left jiim 
by his mother. He dedicated his 
Vitruvius to the conto Bigazzini 
in 1532. In 1540, ho was Papa- 
cello’s security for the completion 
of certain frescos in S. Maria di 
Cosi, near Spoloto. In 1643, ho 
contracted for frescos in fcJ. M, di 
Montcluco which have perished. 
In 1549, he, Domenico di l^aris 
Alfani, and Pompeo Cocchi valued 
a picture bj^ Lattanzio di Monte 
Rnbiano at Penigia. In 1553, ho 
made his will; in 1660 circa, he 
died (Mariotti, Lott. 84. 233. 9). A 
picture in tho Chiosa del Gesd at 
Perugia representing cardinal Ful- 
vie della Corgna and other figures 
assigned to G. B. Caporali (Ma- 
riotti 235. Constanthii 188. Mozza- 
notte. 272) seems too modern to 
he really by him. 

^ Orsini, life of Porugino, ub. 
sup. p. 200. 

® See antea,Poruginopp.246-7. 




Chap. X. 


MELANZIO. 


363 


great master, can rise above an usual mediocrity. There 
is nothing 'improbable in the suggestion that Melanzio 
who was a local painter of Montefalco, should have been 
subordinate to Vannucci, in one of his visits to that 
place. But the earliest pieces that can be attributed, to 
this fourth rate workman prove him to have engrafted 
the Peruginesque methods on the older ones derived from 
Benozzo and Alunno. An altarpiece of 1488/ and a 
fresco of 1513 at Torrita- near Montefalco would confirm 
this opinion if they could be shown to have been origi- 
nally by Melanzio. Of this there is little reason to doubt 
if we compare them with others of more ^^unassailable 
authenticity, such as the tempera of 1498 in S. Fortunate 
outside Montefalco,'* or that of 1515, at S. Leonardo in 
the same place.’^ , The Perugian element in the first is 
like that observable in Tiberio d^Assisi and Bartolommeo 


^ This is a puuel, in live uxclies, 
with the Vir^jiu holding the child 
erect on her knees, in benediction, 
between SS. Sebastian and So- 
vero, Augustin and Theresa, on 
gold ground. Four seraphs are 
l>Iacod in medallions in the span- 
drils. The figures, three quarters 
the life size, are painted poorly in 
tempera, of a dull yellow colour 
in the flesh. The heads are small 
and pinched, the drawing of ex- 
tremities faulty. The S. Augustin 
seems a copy from Alunno. On 
the border one reads: “Depieta 
est ad onorem Marise Virginis 
AD.^M488. die vero ponultima 
mens. Becembris”. 

2 S. Anthony the abbot is en- 
throned between sLx saints, 
amongst whom are SS. Hoch 
(much injured), Francis, Anthony 
of Padua (all but life size). In a 
lunette, Christ in the tomb, bony, 
and still reminiscent of Gozzoli. 
The drawing of the S. Anthony 
and saints is careful, Umbrian in 
character, and also recalls Benozzo, 
the colour tending to brownish yel- 
low. . On the border: “Die 15. 


M513. Decembris. Lassati vitio 
&c.” 

3 Wood, tempera, figures life 
size, of the Virgin and child be- 
tween SS. Anthony, Bernardino, 
Francis, Portunato, Louis and Se- 
ver©. On a border: “Franciscus 
de Motefalco pisit 1498”. The Vir- 
gin is like one hy Tiberio, the in- 
fant, paltry as in Bartolommeo Ca- 
porali, the extremities incorrectly 
drawn. The outlines generally 
straight and broken, drapery Pe- 
ruginesque, and the flesh of a dull 
sad tone, with dark shadows. 

^ The Virgin adoring the child 
on her knee, is enthroned under a 
dais, attended, above, by six an- 
gels, two of whom suspend a’ 
crown above her head. At the 
sides are SS. Lawrence, John the 
Baptist, Barbara, Anthony, and 
Jerom, John Evangelist, Sebas- 
tian, Francis, Louis the King, and 
Chiara (canvass, tempera), inscrib- 
ed: “Franciscus Mel Montefalc. 
pinxit anno dom. millesimus quin- 
tegesimo decimo quinto die sep- 
tim^, septembri”. In the style of 
the foregoing. The colour is ear- 
thy yellow, with little chiaroscuro ^ 
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Caporali. In the second there is more of Tiberio and 
something in addition of Spagna. In each case^ the result 
is poor and very inferior to the Peruginesque Nativity 
already mentioned. Nor did Melanzio; if on this occasion 
he distinguished himself, ever rise to the same level 
again, as may be testified by frescos and panels that 
can be attributed to him at Vecciano,^ in S. Francesco, 
in the cathedral, and in S. Luminara, of Montcfalco, and 
in the monastery of Subiaco.^ 

But it is time to close the register of men who lived 
on the traditions of Perugino, or his more talented ap- 
prentices, with a notice of the Alfani and their cotem- 
poraries. 

A goldsmith and architect named Paris, having lived 
for more than half a century in Perugia, bred his son 
Domenico to the profession of art;*^ and the youth con- 
tracted an intimate friendship with Eaphael. He is said 
to have been strongly solicited by the latter to visit Rome, 
but in vain,^ and Domenico was content to keep up a 
correspondence with his brother student, and to act as 


The drawing is straight audbrok- 
eu. The same su])joct, dated 1507, 
of which this seems a replica, is in 
S. Domenico of Moutefalco. 

In the cathedral of Montefalco, 
a lunette fresco of the Virgin, 
child, angel and Tobias, a saint in 
episcoi>als, and S. Sebastian, is a 
ruder work of the .above class. In 
S. Luminara, a dead Christ, with 
the mourning Virgin and Mag- 
dalen, has the character of Melan- 
zio, and bears an inscription clos- 
ing with the date 1509. Above tlie 
portal of the same church is a 
Virgin of Mercy with two saints 
holding up her mantle, seemingly a 
youthful production of the same 
artist. For Subiaco see vol. I. of 
this work, note to p. 86. , 

® Mariotti, Lett. 241. 

^ We have not discovered Pas- 
savant’s authority for this state- 
ment (Life of Raphael, ub. sup. I. 
2X7). 


This fresco, in a chapel at 
Vecciano, near Montefalco, is 
partly damaged and altered in 
tone by damp and restoring. The 
Virgin, enthroned with the child 
between two angels, is reminiscent 
of Melauzio. In the sides of the 
recess in which she is depicted, 
are the Baptist and S. Sebastian. 
In the vaulting are SS. Peter and 
Francis. The figures are not quite 
devoid of feeling. Yet the drawing 
is defective, chiefly in the extremi- 
ties. There is thick substance of 
reddish colour. We are reminded 
in this piece of an imitation of 
Spagna and Tiberio. 

® At S. Francesco of Montefalco, 
the subject of atavola assigneable 
to Melanzio, is the Virgin of* Suc- 
cour (life size figures), inscijlbod: 
GriseydaS.Bastiani f.f. pro aia])us 
dicti S.BastianiTarquini peritei et 
Franceschini A.D. MD.X. tempera. 
The figure of the Virgin protect- 
ing the child from Satan, is long. 
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his agent in Perugia. An undated letter is preserved in 
the Wicar collection at Lille^ in which Raphael requests 
Domenico to apply to a lady of the name of Atalanta at 
Perugia for a‘ debt due to him; and it has been very 
fairly suggested that the lady is no other than Madonna 
Atalanta Baglioni; for. whom the Entombment in the Pa- 
lazzo Bdrghese at Rome was finished in 1507. Some 
approach to certainty as to the date applicable to this 
epistle may be found in a drawing of the Holy Family 
at the back of it, the style of which points to a period 
little later than 1507.^ Raphael thus repaid the small 
services he required from his friends at Perugia with de- 
signs which they ti’easured up, as we shall see, for future 
use. 

Domenico Alfani willingly undertook, we may believe, 
the commissions entrusted to him, and for the rest, wor- 
shipped the style of Raphael with great and meritorious 
constancy. He became a registered master at Perugia in 
1510;^ painted in Berto's company pennons for trum- 
peters and a shield with the arms of Leo the Tenth in 
1611 and 1513,^ and gradually rose, as years went by, 
to the higher dignities of altarpieces. Towards middle 
age, having a family of natural children whom he caused 
to be legitimized,^ he took his ,son Orazio into partner- 
ship, and they laboured in common. Nor does Orazio 
appear to have worked on his own account till late in 
life. For this reason the works of the two Alfani remained 
almost alike and bore the stamp of one atelier. The ten- 
dency to copy Raphael is perceptible in their pictures for 
years after his death, and only made way in part, at a 
later period, for that of Rosso who, having been hospi- 
tably treated by Alfani as he fled to Perugia from the 
sack of Rome in 1527, returned his kindness with advice 
and even with cartoons for whole altarpieces.® That artists 


* The letter in full is in Pungi- 
leoni, in facsimile p. 293, and p. 
79. printed. 

2 Mariotti; Lett, 241. His name 
in the register is : “Domenico Pa- 


ridis Panderi Alfani”. 

2 Ib. ib. 242. 

4 In 1520. ib. ib. 250—1. 
^Vasari, Life of Rosso, Vol. IX. 
p. 73. 
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of SO little originality should not be of first-i’ate talents 
need not be remarked* After Eosso's departure, the Al- 
fani fell into the mannerism of the decline, and lost some 
of the few advantages they had possessed at first. 

The earliest production of Domenico's that exists is 
the Virgin and child enthroned between SS. Gregory and 
Nicholas, a panel, in oil, with AlfanPs name and the 
date of 1518 on the hem of the Virgin's mantle, in the 
Collegio Gregoriano at Perugia. It is full of Raphaeb 
esque beauty and feeling in the principal group, which 
recalls Raphaers Madonna in the late Roger's collection; 
pleasing from the nobleness and regularity of the forms 
in the attendant saints, but marred by the paltriness of 
two angels like Victories suspending the crown over the 
Virgin's head, and still more so by the uniform dullness 
of darkly shaded and unglazed colour.^ These distinct 
features are apparent in an equally fine fresco of the 
Virgin and child between SS. Francis and Bernardino, 
and two lower figures of S. Jerom and Anthony of Pa- 
dua, to the right as one entei's the church of S. Fran- 
cesco at Bettona. The child, held on her lap by the Vir- 
gin and receiving a cross from S. Francis, is a little too 
weighty perhaps; and there is something strained in the 
grouping, but the Virgin's face is pleasing; her move- 
ment is natural, and the art displayed is derived from 
that of Raphael at the period of the Madonnas ^^della Seg- 
giola” or ^^di Foligno^^, with some additional fleshiness in 
the figures and mannerism in the drawing. The draperies 
are generally fair, chiaroscuro sufficient, colour rosy and 
of good impasto.^ Of similar interest are scenes from 


^ Wood, oil, fij^urca life size. In 
the hem of the Virgin’s dress, 
above the right foot: ‘‘MDXVJH”. 
Above the left foot: “Domenico 
foco”. Small figures ornamenting 
the throne, are quite liaphaolcs- 
quo. There is also a reminisooneqj 
of Pompeo Cocchi in the lioad of | 


B. AuguHtiu, The distance of the 
picture is a landscape. 

2 To the right as one enters the 
clmrcli. The lower saints relieved 
on a fictivc marble skirting at the 
sides of a real niche. Parts of the 
blue mantle of the Virgin are gone; 
and pieces of B. Francis’ dress 
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the life of S. Anthony*; altar frescos attributable to Do- 
menico in S. Antonio Abate at Diruta.^ A Madonna 
with two angels playing harp and viol; and two kneeling 
saintS; a panel dated 1521; and signed by" Alfani in the 
cathedral of Citta della Pieve, recalls that of 1518; and is 
coloured in the flat reddish tone adopted by Andrea da 
Salerno;^ it is the best authenticated example amongst 
those which the artist furnished to the churches of Peru- 
gino's birthplace.^ In the ^^VirgiU; child; and saintS; and 
angels by Domenico in the Gallery of Perugia, the 
Florentine element is already exhibited- The colour is 
glossy; yet modelled with great impasto. The figures are 
free in movement and of fully expanded formS; and they 
are moulded into a well distiibuted composition. But 
whilst one traces the gradual change to a more modem 
system, the influence of Raphael is still to be noticed in 
the infant Christ and in some of the saints.^ 

It is not till 1532 that the full expansion of the Flor- 
entine style is visible in Domenico's works. Vasari 
says that when Rosso stayed at Perugia he gave Alfani 
a cartoon for an Adoration, which the latter conveyed 


are renewed. The head of S* An- 
thony of Padua is injured and 
some of his froch scaled away. 
The ground of the upper subject 
is blue sprinkled with stars. 

^ The arched part of the wall is 
divided into four parts each of 
which contains a scene from the 
life of S. Anthony (much injured). 
Below is a statue of S. Anthony, at 
the sides of which are two painted 
figures of SS. Sebastian and Roch. 
There is much life and power in 
the work which is, no doubt, by 
Domenico Alfani. 

® The altarpiecG (wood, oil, 
figures life size) is inscribed: 
“Anno Domini MDXXI. Dominicus 
Paridis P. Perusinus pinxit”. The 
kneeling saints at the sides are 
one in episcopals and Mary Mag- 
dalen. M^uch of the colour lias 
scaled away. 


® There is also an altarpiece 
(wood, oil, figures life size) of the 
Virgin between SS- Bartolommeo, 
Francis, Louis, and Anthony, in 
Alfani’s Kaphaelesque manner, 
with much repainting in the dra- 
peries, at S. Francesco of Citth 
della Pieve, and a S. Jerom (wo.od, 
oil), in S. Agostino of the same 
place, a mixture of the manner of 
Alfani and G*. B. Caporali. 

^ A foreshortened angel, above 
the Virgin’s head, throws flowers ; 
and two others hold up the crown. 
The infant is reversed from that 
in an altarpiece at the Carmine of 
Perugia, and from a drawing of 
Raphael, the original from which 
that altarpiece is done. The saints 
about the Virgin are Nicholas, 
Peter, Paul, and Lucy. On the step 
of the throne: “MD, XXIIU.” 
(wood, oil, figures life size). 
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with success to panel. ^ This episode is to be found in an 
altarpiece at S. Agostino of Perugia; in which all trace 
of Umbrian feeling is absent; ^ but the Madonna and 
saints of Sta. Giuliana at Perugia bears Domenico's name 
with the date of 1532; and suggests the same reflections; 
and it is clear that as he did this piece he had aban- 
doned the nature of a Perugian for an imitation of del 
SartO; such as we recognize in the Madonnas of Rosso. ^ 
Our English collections are not entirely bare of illustra- 
tions of this change in Domenico. We find one in a 
Holy Family assigned to Perino del Vaga^j^ in the col- 
lection of Castle Howard.^ 

In 1553, Domenico and Orazio are found joint under- 
takers of a Crucifixion, SS. Jerom and Appollonia, for 
S. Francesco of Perugia; the execution of which seems to 
have been left almost entirely in the hands of the younger 
man.^ Of this we have the less reason to doubt, as 
an earlier production of Orazio is preserved in a transept 
of the same church. The subject is the Nativity, singular 


1 Vas. IX. 73. 

2 This piece has been assigned 
on no clear grounds hy Orsini to 
Orazio whereas it is hy Domenico. 
It shows little feeling, is eomi)osed 
in the Florentine fashion , and of 
a reddish yellow tone. Of old 
there was a Visitation dated, it is 
said, 1646, at the back of the Ado- 
ration. It is now in S. Pietro of 
Perugia and greatly damaged, but 
much in the same manner, and 
now without a date, unless memory 
be treacherous. 

3 The Virgin, on a round pedes- 
tal, with the infant erect on her 
knee, is attended by two infant 
angels in fight above her. The 
Evangelist, with one foot* on the 
step of the pedestal, points to 
the Saviour as ho looks at the 
spectator. S. Giuliana sits with an 
arm on a hook, and a monster in 
leading strings. The composition, 
drawing, and drapery, suggest that 
the cartoon of this piece was Ros- 
so’s. The. bodies arc large, the 


heads small, the colour raw and 
bricky, with dark shadows. The 
hands are bent in M. Angelo’s 
fashion. In the predella in live 
parts, scenes from the life and 
martyrdom of S. Giuliana are de- 
picted inscribed, on the pedestal: 
“AD. M.D.XXXII. f. Domiiiicus 
paiidis Penisinusfaciobat ’’(figures 
in oil, life size, on panel). 

^ The Virgin holds the child 
who embraces tho young Baptist, 
S. Joseph looking on behind, and 
leaning on his atalf. Tho colour 
is dull, tho handling mechanical. 
But the composition is one of the 
good Florentine class adai)ted, one 
should say, by Domenico Alfani 
(wood, oil, figures life size). 

^ The contract with both is in 
Mariotti; Lott, note to 247. 
The picture, of a reddish flesh 
tone, is injured; it hangs at an 
altar in tho transept of §. Pran- 
cosco. Tho Christ is by no moans 
good. 
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for the unusual introduction of S. Anna with a basin of 
Avater; the style; a mixture of Domenico’s and imitative 
RaphaelesquC; the colour; of a monotonous and all but 
shadowless rosy tone. Guide-books declare that the pre- 
dellu; now missing; Avas inscribed; and bore the date of 
1530.^ The handling is similar to that of the Crucifixion 
between SS. Jerom and Appollonia; it proves that an 
altarpiece at the Carmine of Peirngiu; designed with slight 
changes from Raphael's Holy Family at LillC; and usually 
attributed to Domenico Alfani; cannot have been done 
by him; but must be considered either as a youthful 
production of OraziO; or of some one I’elated to him in 
art. There is indeed room for uncertainty on this point. 
The composition is copied with the help of squares from 
Raphael's beautiful drawing, twelve cherubs' heads being 
introduced into the upper arched portion instead of three 
as Sanzio* proposed. The execution is cold and careful, 
as one might expect from a young artist, the flesh but 
slightly shaded; and of a flat rosy yellow, laid on at one 
painting; the dresses, on the contrary, of thick impasto 
and high surface. These characteristics would suit Ora- 
zio ; but on the side of a house forming part of the dis- 
tance of the altarpiece, the word Anselmo is legible, 
and on the hem of the Virgin's dress: “O. M.DXX. 
Anse ... & Meno XX.^^ which has been interpreted, by 
a considerable stretch of imagination, as Anselmo Qi6- 
vanni and Domenico Alfani.^ A Martyrdom of S. Se- 


* Now without its predella, No. 
43. in the gallery of Perugia. 
Three angels sing behind j$. Jo- 
seph, and the pastors are in the 
distance (wood, oil). The type and 
movement of the child are Rapha- 
elesque as in the Holy Pamily at 
the Carmine (posteaj. The Vir- 
gin’s regular features are reminis- 
cent of Domenico’s. S. Anna looks 
somewhat PJorentine; the angels 
poor in form. The picture is 
injured and abraded (the angels 
particularly). A lunette, with an 
Eternal in it, once formed a part 

VOL. III. 


of the piece. It had been christen- 
ed Raphael, hut is neither by 
him, nor by Orazio. See as to the 
predella and its date, Costantini, 
Gnida di Perugia ; ub. sup. 303. 

* The picture, once on an altar 
to the left in SS. Simone e Giuda 
(more commonly the Carmine) is 
now No. 69. in the Perugia gallery. 
The draperies are injured by re- 
touching j and the violet of S. 
Anna’s dress is repainted, Orsini, 
in his life of Perugino (pp. 24 and 
foils) enriches the catalogue of 
Vannucci with this work. 

24 
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bastian at the Uffizi is apparently by the same hands.^ 
The remaining pictures of Orazio may be left to the com- 
pass of a note.- After his father’s death; about 
lie lived for nearly thirty yearS; dying at Rome in 1583; 
with the doubtful celebrity, attached to his name, of first 
president in the Academy of Perugia, founded A. t). 
1573 ,^ 


< Uffizi. No. 1182. Small panel, 
oil. S. Sebastian, nude on tlie tree, 
and archers drawing their bows, like 
the same subject atPanicale. The 
figures are dry and lean, and re- 
mind one ill some things of Signo- 
relli’s at S. Domenico of Citt^ di 
Castello. 

® Perugia. S. Francesco, altar 
of IS. Francis (wood, oil). Virgin, 
child, youthful Baptist, S. Joseph, 
and three other saints; the co- 
lour, clear and rosy, the Virgin 
and child in the manner of, and 
imitated froin,Kosso. Same church. 
Archangel Michael trampling on 
the seven sins. Perugia. 8. Piotn^. 
The Resurrection and the Assump- 
tion, two pieces in a low baroque 
style, by Orazio, The two rounds 
with miracles of 88. Peter and 
Paul at the sides of the high por- 
tal, are ugly and totally repainted. 
Perugia. Gallery. No. 140. Wood, 
oil. A copy from liaphaePs En- 
tombment in the Borglieso Palace 
at Rome, washy and cold. No. 142. 
Adoration of the Magi, wood, oil, 
feeble, and injured. No. 159. Iloly 
Family, baroque, iuiit. Parmc- 
giauo and Rosso. No. 132. Virgin, 
child, Baptist, and 8. Joseph, cu- 
riously mannox’ed, and by some 
follower of Raphael del Colle.Nos. 
144. 5. 0. Decollation of 8. Cathe- 
rine, and two other subjects, arc 
more like predella fragments by 
Domenico than by Orazio. No. 163. 
Predella, formerly under the Vir- 
gin and saints, No. 37, at the 
Louvre, attributed to Ingegno,liko 
the foregoing. No. 76. Five half 
lengths in a lunette, from 8. M. 
Nuova of Perugia, by Orazio. Pe- 
rugia. 8. M. Nuova. Hacristy. SS. 


Sebastian, Roch,andtliree children, 
assigned to Sebastian del Piombo, 
is by one of the Alfani. Perugia. 
Gonfraternita di 8. Agostino. Vir- 
gin, child, 88. James, Philip, Au- 
gustin, Dominick, and Francis, a 
weak picture of Orazio’s latest 
time, a caricature of the forms 
common in Parmegiano. Louvre. 
No. 26. Marriage of S. Catherine, 
dated 1548, originally in S. Fran- 
cesco of Perugia. For additional 
productions consult the Gnidtis. 

3 Domenico is described as the 
author of frescos, dated 1525, in 
the villa of Propo, near Perugia 
(Mariotti p. 248). In 1527, ho re- 
ceived a commission for an altar- 
piece for Castel Rigono which w'as 
valued in 1534 (ib. ib. 24G). It was 
long supposed to have found its 
way to tliu gallery of the Uflizi at 
Florence, but the round of the 
Holy hhimily there (No. 1110) is 
not that of Castel Rigono, though 
it is a fine Perngiau work in Do- 
menico Alfani’s stylo. Missing are 
the frescos of Domenico painted 
in S. Fiorenzo of Perugia, some of 
wdiich had been taken from tlie 
wall on the demolition of that 
churcli (figure of S. Andrew), see. 
Mariotti, p. 248. In 1535, Dome- 
nico painted the arms of Patil the 
Third on tliQ Pul)lic Palace of Pe- 
rugia; in the following year, a sta- 
tue of 8. Louis in 8. Francesco 
(il). 242). Jn 1636 also, Domenico 
married the mother of his legiti- 
mized children (ib. 2.50). In 1649 
ho valued a pictur<i by Lattauzio 
Pagani and made a will (ib. 248 
to 250). In 1553, Domenico was 
still living (ib. 247). 

* Orazio was bom about 1510. In 
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For Pompeo Cocclii; >vlio -was Domenico Alfani’s co- 
temporaiy and almost his equal, there is not much to be 
said; but he should not befoi’gotten entirely amongst the 
PeruginesquGS ^ any more than Giovanni di Giorgio/- IMa- 
riano of Perugia, or Perino Cesareo.^ 


1545 lie was registered in the Pe- 
rugian guild. He was elected 
town architect in 1570, and de- 
prived immediately of the office, 
fcjee Mariotti, pp. 250 and folK 
Consult and compare, Costantini, 
Guida, and Mezzanotte, in life of 
Orazio, appended to life ofPera- 
gino. 

‘ Porapeo Cocchi is on the guild 
register in 1523 (Mariotti 208). A 
Virgin and child between SS. Ni- 
cholas and Lawrence (wood, oil, 
life size figures) hangs in the 
Duomo at Perugia. On the pilas- 
ters: “anno MDXXV, (‘?7) with 
the words: “Pompeo Cocchi” in 
small letters beneath. The authen- 
ticity of this inscription shall not 
be denied. If Cocclii be the author 
of the piece, he is not unlike Po- 
nienico Alfaiii. The child presents 
its back to the spectator like one 
that Procaccini might hare con- 
ceived. The two saints remind 
one of those hy D. Alfani. The 
draperies are broad. The colour, of 
a strong red in the liesh, is well 
fused and of solid impasto. In 
the Perugia galleiy is a crucified 
Saviour, part of a fresco detached 
from S. Severo, transfeiTed to can- 
vass, and catalogued under 
Cocchi’s name. The nude is man- 
nered in drawing, but not unlike 
that of a tavola, No. 203, in the 
same gallery, assigned to the same 
master, originally in the Confra- 
ternita della Giustizia, and repre- 
senting the Saviour on the cross 
between the Virgin and Evan- 
gelist. On the obverse of the pa- 
nel, the Virgin holds the head of 
the Messiah on her lap. The cru- 
cifixion recalls the Florentine 
manner of the followers of Fra 
Bartolommeo, still with a prevail- 
ing Umbrian feeling in it. The 


style is similar to that of a Cruci- 
fixion in the Louvre named Ber- 
nardino of Perugia (see antea 
p.SQl) being free and hold. In the 
Confrat(‘rnita di IS. Agostino, an 
old subterranean church at Peru- 
gia, now transformed into a store- 
house, there is a fresco of the 
Crucifixion with the faiuting Vir- 
gin, John the Baptist, and three 
figui'cs in a landscape, called Pe- 
mgino by Costantiui (Guida, p. 
160), but in the manner of Cocclii 
or JDomenico Alfani. 

Mariotti mentions rained wall- 
paintings by Cocchi at Montemor- 
cino, notes his will drawn up in 
1544, and a valuation of an altar- 
piece by Lattanzio Pagani, in 
1549 (Lett. ub. sup. 238 and foll«). 

® Giovanni di Giorgio was regis- 
tered, 1506, in the Perugian guild 
(Pass. Eaphael I. 521) having, in 
1505, painted the heads of a cata- 
letto for the Brotherhood of the 
SS. Annunziata, which are said 
still to exist. For the same bro- 
therhood, 1517, he completed what 
was called a “cassa del Cristo 
morto” (Ex lib. confratera. sub 
anno, extracted by Professor Ada- 
mo Rossi) of which two panels are 
preserved. On one of them, the 
symbols of the Passim?, and two 
sleeping soldiers, on the other, two 
figures of the same kind (originally 
done in tempera, on reddish 
brown background, but now much 
repainted in oil), are distributed. 
Thereis feeling in this piece, which 
imitates the slight small figures of 
Pinturicchio and Raphael’s youth 
with some show of success. 

® For Mariano, consult Mariotti 
Lett. pp. 101. 197-9. 201— 2. He 
is mentioned as a poor painter by 
Vas. IX. 147, and there is a feeble 
creation of his, of a Peruginesque 

24 '^ 
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character, dating from 1£)03 in the 
cappella Belli at S. Domenico of 
Perugia. 

A Virgin, child, and two angels, 
with devotees iinder the protection 
of a pope, SS. Dominick and 
Chiara, fonn an altarpiece in the 
chapel del Rosario in the church 


of Scheggino, near Spoleto. It is 
a mannered and very weak per- 
formance without a trace of Peni- 
gino’s style remaining, inscribed: 
‘‘Perinus Cesareus Perusinus pin- 
gehat 1595”. A lunette above the 
side portal of S. Domenico at Spo- 
leto, is by the same hand. 
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CHAPTER XI 

FUNGAI. PACCHIAKOTTI AND PACGHU. PERUZZI 
AND BECCAFUMI. 


In considering the last phase of development in the Si- 
ennese school, nothing is more remarkable than its assi- 
milation of varied foreign elements. After clinging to old 
and almost ineradicable habits nearly to the close of the 
fifteenth century, painters who had lost all power of self- 
regeneration gradually took lessons from the Florentine, 
the Umbrian, and the Lombard, either by coming into 
contact with men of those countries at Sienna, or by stu- 
dying them abroad. Whilst Signorelli, Pinturicchio, Pe- 
rugino, and Bazzi contributed to this alteration by prac- 
tising in Sienna, the Florentines of the following of An- 
drea del Sarto, Raphael, and Michael Angelo, extended 
their influence in the same quarter by the force, the num- 
ber, and the importance of the works with which they 
filled the cities of Italy. * Still, though tacitly admitting 
the superiority of men whom they admired, the Siennese 
never lost entirely the stamp of their nationality, nor suc- 
ceeded in discarding their Italo-Byzantine manner. 

Bernardino Fungai so completely inherited the style of 
his master Benvenuto di Giovanni, that a fresco of the 
Assumption in the Oratory of S. Sebastiano near Asciano 
might be assigned with equal propriety to either.^ But 
before his death, in 1516, Fungai transferred his specific 


* See antea, Benvenuto di Gio. Gaet. Milanesi (com. Vas. XL p. 
The fresco is given to Fungai by 173). 
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traits to Giacomo di Bartolommeo Pacchiarotti/ wliose 
art; in its expansion; was at one time hard to distinguish 
from that of Girolamo del Pacchia. Pictorial history soon 
forgot Fungai; of whom it preserved little more than tra- 
dition; but it confounded Giacomo with Girolamo; so that 
the latter ceased altogether to exist; and the praise which 
he had received from Vasari was supposed to apply to 
Pacchiarotti.^ The research of Gaetano Milanosi disen- 
tangled the lives of the two men. Their pictures and 
those of Fungai still require a vigorous sifting. 

Guide-books give note of many productions by Fungai; 
which are preserved in churches and museums; nor is 
there any difficulty in conceding that they are all by one 
artist; since they are alike on the spectral model of Mat- 
teo da Sienna or Benvenuto di Giovanni; and slightly 
tinged with an imitation of Pinturicchio. They are all 
feebly and confusedly composed; ill drawn, dull in coloui', 
unrelieved; and generally lifeless. The figures are un- 
natural and incorrect in movement; dressed in broken and 
angular drapery, exaggerated in length, and perfectly 
rigid. Amongst the creations of his earlier period, one 
to which the date of 1500 has been given in books, ex- 
hibits the peculiarities we have enumerated, coupled with 
great splendour of gilding and primary colour. It re- 
presents the Coronation, at Sta. Maria do^ Servi, or the 
SS. Concezione, of Sienna.^ Better proportioned, but of 
the same stamp are the Virgin, child, and saints, hanging 


* TLo commentator above cited 
states without proofs, though posi- 
tively, that Fungai died in 1616, 
aged 66 (com. Vas. XI. 173}. 

® Vasari speaks of Pacchia in 
the life of Giovannantonio 
XI. 161. He is confounded with 
Pacchiarotti by Della Valle and all 
the Siennese chroniclers before 
him (sec Lott. San. III. 317 and 
foils), Kumohr gives to Pacchia- 
rotti things, the character of which 
is that of Fungai, (Forschungenll, 
212) and suggests the possibility 
of assistance given by him to Pin- 


turicehio at the Piccolomini libra- 
ry (III. 45). Passavant (Kaphael I. 
389) evidently alludes to pictures 
by Pacchia when speaking of 
Pacchiarotti. 

® Assigned to Fungai in Taia’s 
andFaluschi’s Guides, ub. sup. The 
date is given by Milanesi (com. 
Vas. XI. 173). Tho figures are life 
size, on panel, a caricature of 
those of Matteo. The angels are 
reminiscent of Pinturicchio, the 
Virgin and Christ also somewhat 
Umbrian. 
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on a wall in the choir of the Carmine at Sienna; aFun- 
gai of 15125^ but more characteristic pieces are the Coro- 
nation in the church of the Madonna di Fontegiusta;- a 
predella to a Nativity by (?) Francesco di Giorgio in S. 
Domenico,^ and the Assumption in the Academy of Si- 
enna. Without any change in its arrangement from the 
time honoured one of the Siennese, the latter displays some 
Umbrian and Florentine peculiarities in the round and re- 
gular shape of the heads.^ The five subjects of the predel- 
la are distributed in Pinturicchio^s fashion; and appear 
more spirited than usual, because they are of a smaller 
size. They may be due in part to the assistance afforded 
to Fungai by Pacchiarotti,® who would thils claim a share 
in divers panels of the same class, — a predella with five 
half-lengths of saints in the Siennese Academy,® a Ma- 
donna with S- Catherine and other saints in the church 
of the Compagnia di S. Catarina at Sienna,^ a Nativity 


‘ The date is also given by Mi- 
lanesi (ib. ib.) and by della Valle 
(Lett. San. III. 381). The colour 
is dry and of a dull low key. The 
SS. are Sebastian and another, 
erect, Jerom and Nicholas kneel- 
ing, the hat of the first and the 
staff of the latter, held by children 
in front of the throne. 

2 Beneath the Coronation, SS. 
John the Baptist and Jerom kneel- 
ing, Roch, and another erect, and 
children with flowers in a land- 
scape. The picture is all points 
and angles (wood). 

® This predella comprises a Mar- 
tyrdom of S. Sebastian, a Mas- 
sacre of the Innocents, and figures 
of saints. The lunette of this com- 
posite work is by Matteo. See 
antea, Matteo and Francesco di 
Giorgio. 

^ No. 322. Sienna Academy 
(wood). The Virgin is taken up 
as usual to the Eternal, who is 
surrounded by saints and patri- 
archs. Below, about the tomb, the 
kneeling SS. Francis, Bernardino, 
and John Evangelist. 

® No. 323. Comprising S. Mi- 


chael, S. Catherine, clothing a 
beggar, the Marriage of Cana, the 
Epiphany, the Call of Peter and 
Andrew, S. Catherine of Alexan- 
dria, Tobit and the angel. 

® No. 324. Sienna Academy. In 
the same style. No. 325. Virgin, 
child, SS. Jerome and the Beato 
Colombino, half length. No. 326. 
Virgin giving .the breast to the 
infant, an angel and S. Jerom. 
No. 327. Virgin adoring the child 
on her knee with SS. Mary Mag- 
! dalen and Anthony the abbot in 
I rear (half length). 

The Virgin and child are in 
majesty amongst angels and fe- 
male saints (reminiscent of Pintu- 
ricchio), S. Catherine in prayer to 
the left, at the Virgin’s feet; in 
side panels, * S. Anthony and an- 
other saint. Three upper panels 
of the altar are of the seventeenth 
century. In the predella, three 
scenes from the life of S. Cathe- 
rine, figures of brethren, of Jerom, 
and other saints (wood, oil), in- 
jured, dirty, and hard, the in- 
fluence of Pinturicchio very sen- 
sible. 
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in the cathedral of Chiusi,* and a Madonna amongsjt saints 
in the church of Buonconvcnto.^ Fungai somotiiuGs as- 
sumes the types and affectation of PoniginO; as may be 
seen in the example lately at the Britisli Institution under 
his name/'* and in the Madonna falsely ascribcid to Viva- 
rini at the Kensington Museum.'^ Ilis more tisual garb 
is that with which he appears in tlie Virgin and child 
catalogued as by Aliinno in the collection of Oduni Ihuil 
Stroganoff at S. Petersburg.*' llis best and peihaps la- 
test performance is a Christ between SS. Francis and 
Jerom, the lunette of an altarpiecc by Pacchiarotti in ila^ 
Academy of Sienna.** The difference botw<H)n the lunotti^ 
and the Madonna with saints below it is not so striking 
bxtt that both may havo been dinio in the sainci atelic'V 


‘ In tlic pilasters, tlio anj^el and 
Virgin annunciate, Lawroiuso, 
Catlierine, Sebastian and Ohiara. 
In tlie predclUi, four socuos from 
the lives of the saints, Umbrian in 
character,' — oxhibitod in the cap- 
pella del Sacramento. 

* Five arched ‘compartmonlB, 
Virgin and child, SS. John the 
Baptist, Peter, Paul and Sebas- 
tian (naked). In tlio spandrils, 
heads of chorubs (ligures Hfo siiso, 
wood). Similar works, an Assump- 
tion, in S. Sebastian, at Huoncon- 
vento, with six scones from the 
life of the Virgin, in the prodella, 
the latter like Mattoo’s (Jrcation, 
Virgin and child between SB. 
J ohn and Hary Magdalen (wood, 
gold ground), in the Oonsorvato- 
rio di B. Maria Maddalena at 
Sienna; Virgin and child, S. 
Jorom and another saint in the 
same place. 

® Hound of the Virgin and child 
(No. 70. Exhibition of 1865), with 
six heads of winged cherubs flut- 
tering round her head (wood, half 
life size). Various episodes are in 
the distant landscape. Tho low 
key of Fungai’s tone has been 
further dimmed by time. 

^ From the Solages collection 
(half length, on gold ground , tho 


child eruci, in bmuulicMon, on Hhi 
V irgin’s lap, atul a saint at uatdj 
side (wood, half life sizii)* 'i'h(‘. 
tempera is altc'HMl by restoring. 

^ Tlie child holds the orb and a, 
bird fast to a string (wootl, gold 
ground). lie stands on a cushion, 
on a parapet, bid'on^ the half 
length of the Virgin; somewhiit 
restorml, but not witbout fi'cling 
considering its juitliorsblp. 

No. iU-K A<nuUnuy of Simina, 
Virgin eiitl ironed bi^iweeii SS.Ouo 
frio and Bartolommeo (wood). Wc 
may U(»to, in passing, as a pHint(‘r 
of the rise of tln^ HiKtecntb ecu 
tury at Simma n half Umbriiiu 
Siennese of a low class, whose Na 
tivity, No. IHP, in the Academy of 
SiemiH, inscribed; “Opus Petri 
Dominici dc Senis M.OlH’d. . . 
is a weak, rosy colourml picture, 
of careful, liut flat treatment. 'I'o 
him may be giveix the Nativity, 
No. 188, in tho saiue collection, 
and A Virgin, eliiltl, and saints, 
No. 182. 

Andrea di Niccolb’s works arii a 
caricature of tins foregoing, ns ox. 
gr. a Crucifixion, No. U»0, in tho 
Sienna Academy, 'rhorc arti no- 
ticca of hl» oxistouco between 1-177 
and 1509, at Sienna, In Doc. Hon,, 
II. 426, and IIL 6, 40 and 5190. 
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They are similar; but the drawing of the first is harder, 
the colour more sombre than that of the second, which 
reveals a better design, moi’c form in drapery, a truer 
feeling for colour, and greater animation ; — improvements 
traceable in ])icturcs to which, from the oldest time, the 
name of Pacchiarotti has been attached. 

It is one of the remai'kable circumstances connected 
with Pacchiarotti, that we know much more of his pri- 
vate life than of his works, lie was boim in 1474 at 
Sienna,^ and fills a broad page in the history of the 
troubles for winch his native city was so famous in the 
sixteontli century; and a long list has boon made of pieces 
that have perished, commissioned of him when habitual 
love of disorder and sauntering did not bring him into 
mischief cither as a soldier defending himself against ex- 
ternal foes, or as a moinbor of a lawless brotherhood 
wdiich made the streets of Sienna unsafe by day as well 
as by niglit.*'^ There is a most amusing account in chro- 


^ onJiiptiHmH. MilaucKi 

in com. Vas. XI. 17ti. 

^ t602. IIo lakes pavt In an iu- 
Hiirroctioa after the (l(q)artiire of 
l^andolfo Petracci. IHOiJ. Alakes 
for the Duomo, modoln two 
heads of lOmperors for the same 
place, and paints ponmms on the 
entlirouemont of Plus the Third. 
IhOf). Is captain of the Division of 
Stalloreji^fci di fuori. Marries (Nov. 

(lirdiama di Her. Alessandro 
Martini; is agent to Pietro d’An- 
droa of Uoino. 1507. Lhmnous. 
1507 and 1500. TUrth of two 
daiiglitors. 1500. Docoratos the 
chapel of Andrea Piceolomhii in 
the church of H. Francesco. 1510. 
Appraises works in the Vieri cha- 
pel of the same church, an<l X*cru- 
gino’s altarpioco there. 1511. In- 
herits his father’s property. 1612. 
Pennons for the funeral of Po- 
tnicci. 15 IS. Appraises the work 
of Partolommoo ai l)avi»l in the 
chapel of the Madonna del Manto 
in the Bpodale of Hienna. Ditto, 
tho Trinity In the Bpodale by Boc- 
cafumi, and paints tho banner of 


the coini)any of tho Beato A. Gal- 
Icrani. 1614. Finishes the Picco- 
loinini chapel, 1518. Colours the 
dial of tho piildic clock. 1510. 
Oonfaloiiiorc in Htal hmiggi cli fuori. 
1520. Madonna in tho town hall of 
CJasole (said to exist). 1521. Joins 
in tho defence of Sienna against 
Renzo da Oeri; and is one of a 
faction ealhul the Jjihortini. 1525. 
(Japtain in Htalloroggi; furnishes 
an eagle for tho roHidonco of tho 
notaries, and a fall for tho Ma- 
di)una by (lentile da Fabriano. 
Asks for, and is refused, the ga- 
bella of the xnarket at Bionmu 
152(1 Fights at (Jamollia against 
the Ihipal and Florentine troops. 
1527. Standard for Annibale dolP 
A<iuBa, captain of , Sienna. 1528. 
(lonfalouiorc of Stallorcggi. Ta- 
vola in H. Maria a Trossa; takes 
part in tho assault of Montebe- 
nicclu; works at tho fortifications 
of Bionna. 1529. Imprisoned for 
treason, and placed in a puuislv- 
mont company at Talamono, Par- 
doned %nd confined at Vitoccio. 
Standard for the Duomo. 1580, 
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iQicles of his flight .from justice in 1635; and his concc<al- 
ment in a tomh; where he spent forty-eight hours in ter- 
ror of his life and a prey to evil smells and vcnnin. 
He was outlawed; and restored to civil riglits again; and 
had the luck, which he hardly deserved, of dying in his 
bed (circa 1540) at his own place of Vitcccio. Hut all 
that remains to illustrate liis art is an Ascension at 
the Academy of Sienna, once in the Chiesa doll' Os- 
servanza,^ a Visitation in the same gallery, removed Ironi 
the church of Campiglia d'Orcia,^ another in the Academy 
of Arts at Florence.^ There is little to distinguiali ilio 
first of these compositions from the usual one of tluj old 
period. The well-known want of compactness in arrange- 
ment and of simplicity in movements in the Siomu^se are 
as conspicuous as the bony dryness of the forms, and the 
affectation resulting from an attempt to realize immediate 
decisive action. A light and washy colour helps to give 
the picture an impress easily recognised in thcj Visitations at 
Sienna and Florence, of which it is therefore unuccossary 
to speak further. Another Ascension at the (Jarmiuo of 
Sienna, if it be by Paccliiarotti to whom it is assigned, 
is the best attempt lie ever made at that subject. The 
painter is determined that there shall bo movement and 
passion in all his personages, and he trios to realize both 
by extraordinary pose, and by Bjicaking gesture or strong 
expression; but with all tlio desire to produce thoBo re- 


joins tlio conspircacy of tlio Libcr- 
tini and PopolanL 1531. lutorpo- 
sos in favour of a relative sen- 
tenced to tbe stake for forgery. 
1532. Works in tho chapol of the 
compagnia di S. Giov. della mortc. 
1633. Captain of district of jS, 
Marco. 1534. Joins the club of tlio 
Eardotti/ 1636. His flight and 
concealmont in a tomb ; paints a 
triumphal arch at tho couihigofi 
Charles the Fifth. 1530. Captain 
of 8talIoreggi; paints tho chapel 
of S. Giov. della morto, (17W»Nov,) 
exiled. 1640 (Aug, 17‘M. Kocalled, 
Hies. See oom,Vas.XH 194;VIIL 


220; Hoc. 8on. IH. 40. 40, 7. 61). 
84. 103; HclbiVnllC; Hctt, Han. 
in. 317 and follK; (Jayo, (hirtegtfio 
n. lie. 

‘ No, 328. Academy of Hiouua 
(wood). 

* No. 316. Acachuny t>( Hionna 
(wood, in thr(JO partis), VisiUtinn 
botwocn HH, Michnoi and FrancH. 

* No. 23. Academy of Arts, (hi- 
lorie doH anc.icns Taldoaux, VIki' 
tatioii, with tho kmmling HH.Joiiri 
tho IlaptiHt and Eoouardo , creefc, 
Anthony abbot, Anthony of jbuluH, 
Nicholas of Earl, uud a Homi- 
nican. 
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suits lie fails; because he has not the suppleness or cor- 
rectness of drawing, or the mastery of anatomy Avhich 
might enable him to overcome the difficulties he courts. 
He produces strained attitudes and contorsions ; and though 
feeling and dignity arc conveyed in the figure of the Vir- 
gin, awkwardness and rigidity arc common to the sur- 
rounding saints. If he has any special tendency in 
addition, it is to make the human frame long and bony, 
to suggest by childish curls of drapery the idea of- a 
breeze, to colour the flesh without marked contrasts of 
light and shadow, in a warm, rosy, but well-fused, yellow- 
ish tint. He has ])crhaps in his memory reminiscences of 
the most varied nature, Umbrian poses of Perugino and 
Pinturicchio, agitated or convulsed action of Signorelli, 
affectation caricaturing the Leonardesque of Bazzi, and 
recalling even Piero della Francesca.^ The features of 
this Ascension arc no longer entirely characteristic of Pac- 
chiarotti; they load one forward to the consideration of 
Girolamo del Pacchia, his cotemporary and perhaps at 
bno time his fellow labourer. It is curious, indeed, that 
whilst the study of Fungai I'cvcals a companionshii) be- 
tween him and Pacchiarotti, a similar relation is after- 
wards to be noticed between Pacchiarotti and del Pac- 
chia. The link which connects the two last might bo 
traced oven to the Ascension just described in the Aca- 
demy of Sienna, a picture differing from that of the Car- 
mine in some i)articulars only. The latter, in fact, is a 
composition of the same stamp as that in the Academy, 
but a variation of it as I'ogards tone and the admixture 
of more modern elements derived from the Umbrians. 
It makes a sensible approach to Del Pacchia's Coronation 
of the Virgin in S. Spirito of Sienna, and is to, be classed 
rather as one of his youthful creations than as a work in 


* Wo have noticed in Piero della 
Erancosca (II. 544) an Ascjenniou 
at Borgo hJ. Mepolcro, with the 
execution of which the names of 
Oorino da Pistoia and .Francesco 
da Citiii di Oastello have also 


1)0 cu mentioned. There is much in 
that picture rcnutiiscent of this at 
the (Jarniino of Sienna, and others 
to ho nainocl in connection with 
Pacciiia. 
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which Pacchiarotti should have changed his style to one 
more like that of his colleague 

Girolamo del Pacchia was the son of a Hungarian; who 
had become famous at the close of the fifteenth century 
as a founder of cannon.^ This Hungarian; known as Gio- 
vanni delle Bombarde, married a Siennese girl named 
Apollonia; who bore him GirolamO; on the 4**^ of Januaiy 
1477. The boy, having lost his father a year after his 
birth; was educated by his mother; and brought up to 
the business of an artist. He look to wandering at an 
early age, and was in 1500 at Rome. An altarpiece 
which he delivered; in 1508; to the monastery of Ponti- 
gnano near Sienna;' would tell; had it been preserved; 
what masters Del Pacchia had been studying uj) to that 
time; in the absence of this example; and of others whicli 
were produced in 1511; one turns to the no less authen- 
tic though uninscribod pictures with which lie adorned a 
chapel in S* Spirito and the altar of the Banclinolli at S. 
Cristoforo, of -Sienna. 

The Coronation of the Virgin at S. Si)irito ^ is remark- 
able for the vigour and harmony of its colour; and iho 
breadth and accurate definition of its chiaroscuro. U has 
all the movement and none of the awkwardness of the 
Ascension at the Carmine; and is a manifest improvcuumt 
on the forms usually given to the huuutn face by the 
Siennese. The draperies arc serpentine in fold instead of 
being broken as of old. The manner of Raphael is 
adapted with an originality natural to an ind<ipondcnt 
talent; and the colours are of a thin texture and reddish 
tone reminiscent of Andrea da Salerno. A couple of 
angels beneath the principal group arc dijiwn in Raphael- 
esque movement; and foroshorteningS; where they occur; 
disclose their origin in the same school. 


* The autliorities for tins and 

tho following facts and dates aro 
to be found in Milanesi’s com. 
Vas. XI. 184 and foll®^, in Doc. 
Sen. VoL H and III, and in Mila- 


uesi, Hulla Storia Honosc, ub. 
sup. 99 and 

* Wood, arched, (Iguroslife rizo, 
assigned hy Ugurgu^rl Iti Delia 
Yallo, Lett. Han, HI, 816, and 
otliorw, to Pacchiarotti. 
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The Virgin and child between SS. Paul and Bernard 
are conceived with a measure of grandeur^ and of refinement 
in character and expression to which tlie Siennese of the 
sixteenth century have, not as yet accustomed us. Tlie 
attitudes are dignified and appropriate^ tlic Virgin, though 
broad in face, recalling Mariotto Albertinelli, and Fra 
Bartolommeo as regards mould, and Raphael in respect 
of attitude. The child is playful, handsome, and well 
drawn. Two infant angels flying under the draperies that 
would, but for their support, fail over the parapet of the 
throne, are quite airy and light in their aspect*. There 
is a distinguishing gravity and repose in the whole piece. 
Its colour is of the best obtained in Sienna, powerful, 
brilliant, and transparent, and handled with a knowledge 
of all tlie technical im])rovomcnts of the day, softly fused, 
well modelled, with an impasto scumbled and glazed after 
the appi’oved fashion of the Venetians. A harmonious 
landscape adds to the general charm.^ 

There are proofs of Pacchia's presence at Sienna in 
1515, when ho painted the bier of the company of S. 
Bernardino, and joined Boccafumi in appraising the fres- 
cos of Girolamo di Benvenuto at Fontegiusta; but the 
earliest things extant are the Annunciation which was 
placed on the altar of the Tantucci by the Dominicans of 
S. Spirito in 1518, and the frescos in the Gonfraternitii 
di S, Bernardino, of Sienna. The altarpicco is injured, 
but never had the beauty of that in S. Oristoforo.*-^ It 
represents the Annunciation in a porspoetivo of arches, 
and the Visitation in a distant landscape. The typo of 
the Virgin remains almost unaltered, but her unnatural 
grace recalls the earlier efforts of Simone Martini, whilst 
the angel is slender, and strained in action. In the lai)se 
of years, Pacchia had been evidently affoeted by the 
examples of Bazzi, and took some lessons from the 


^ Assignod also to J^icchiarotti 
by tbe old writers (wood, oil, 
figures life size). ^ 

* Assigned likewise to l^acclua- 


rotti (injured jmiud, arelicd, figures 
life si^se), now No. 30B, in the’Aca- 
(lojny of {Sienna. 
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Morentine Francia Bigio. He betrays these iiifluonees in 
the air and drawing of his figures, into which, however, 
the Florentine weight and breadth of drapery are hut 
pai'tially introduced. Nor has he any longer his old 
strength as a colourist, his fine rich tone being exchanged 
for one of a more clouded glassy tinge. 

In the production of the frescos for B. Bernardino, 
Pacchia competed in 1518 with Bazzi and Beccafumi. 
Without beirtg able to sui-pass the Lombard who took the 
Leonardesqne manner to Sienna, and bcca}no one of tlio 
greatest masters of his time, Pacchia clearly otitHtrii)j)od 
Beccafumi whose talents were mari'cd by exaggeration 
and unhealthy fancy. He repeated with slight change, on 
one wall, the Annunciation of S. Spirito,' but ho designed 
a Nativity on the othci’, as may be seen from the anucx(Kl 
outline, with a vivid memory of the h'lorentines.'^ At 
a first glance, indeed, we are reminded of Andrea del 
Sarto; but, in reality, it is the scale of art reprcisented 
by Francia Bigio at the Sorvi of Florence which Del 
Pacchia adopts. With that, and a mixture o;f Sionnoso 
affectation, and with some traits derived i'rom Pinturic- 
chio, he produces an agi'eable and sufficuent oidginality. 
Having acquired this tendency in his latio’ yoai’s, lu! pre- 
served it unchanged in frescos at tlui Oratorio dell' Oca 
in Fontobranda of Sienna, whci'o he illuslralcid IhnKt 
scenes from the legend of S. (Jathcrinc of Sienna, with 
considerable skill and animation.® 


• The lower jiart and ornament 
are somewhat injured in the fresco 
compartment containing the an- 
gel, The Virgin’s hhie mantle is 
repainted. 

^ The female handing a cup to S. 
Anna, ifi rotoiiclied, and tlie head 
particularly injur ihI. 

Del Pacchia also painted a S. 
Pernardino in the same locality 
(JDoc. Hm, III. CO). 

® H. Catherine curen Mattoo di 
Cenni of the iilaguo (tim injured to 
give an idea of J’acchia’s style). 

Dominicans, assailed on the road 


by robbers, are liberated by S, (ja- 
tUerinc, In the foregveuml to tlie 
left, a Domlnieau is held Iiy the 
head by two of thleve-s, In tlio 
distance to the right, some IViurs 
are journeying on luirsehaek, ainl 
linns kneel in prayer. 

H, Agnes of Mouti^nileiatni, on 
the bed of death, is visited hy H. 
Catherine, her foot being raised 
by miracle as the saint approaches 
to kiss it. Two IVinales, km*eli ng 
on the left, are full of life and 
movement; and a line feminine 
form, near this group, points to 
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lie was betrayed in his old age into coinpanionsliii) 
with Paccluarotti and the dangerous club of the Bardotti, 
in 1533; and wlion that lawless community was dispersed 
in 1535; he disai)pcarod from Sienna; and was never hoard 
of afterwards. The character of his authentic works now 
justifies the liistorian in ascribing to him most of the i)ic- 
turos in European galleries usually atiributed to Pacchia- 
rotti. Of these there ax'e good examples in the KSienna 
Academy^ and in the Munich Plnak(vthok;^ a bettor in 
the National Gallery;'^ and one still more iin])ortant under 
the name of Era Bartolommeo in the collection of the 
Marquis of Westminster,*^ 


S. Oatliorino. 'Phe laiior, on the 
right, st()o])S to kisB the Toot, ho 
hind her a TIioso two l;vst 

I'n^HCOH iirc itijurod by n'Htoriiig. 
Tlu! liguroH iuv. .shnidor, and ol'ton 
fiir(!(*.t(^d in iiction. 'Plni sharp oul- 
linos and raw colour may ho owing 
to had (iouditiou. 

Tho ho.st of th(i H(n'i(m is the 
last in which ihKudiia follows the 
laws of composition Innpicathcd 
to the Eloronthuis hy (Giotto. The 
face and ligure of the dead S. 
Agnes are nohh^, ami tint attitudes 
of the nnnaining ligures appro- 
]>ria,t(i. 

In na<;eliia’H earlier style is a 
frosiio of tln^ M’arnag(* of (Jana, in 
a lnnett(‘. to tln^ right of the muni 
dome, in the Jtnptisttny of K. Gio- 
vanni at jSieniia. 

* Sienna Acathuny. No. Jll. As- 
signed toPaeehia (Wtan/a,) de <piad. 
di div. Keiiole). Ihdy Eamily and 
S. Anthony of I’a<Iiia, round, wcxnlj 
slightly eonventional and strained 
in action, pale yellow in llesh 
tone. Tho technical handling varies 
slightly from that of other exam 
pl(‘S Ijy l^acclua. Hame gallery. 
No. .‘lOD. Virgin and child. 

’^Mnni(di Pinakothedc. Oah*-” No. 
509. H. Hernardino Ix^twecni two an- 
gels (wood, half lengths). Same gal- 
lery. (Jah^'< No,570.Virgin,ehiId,and ^ 
ang(‘lH, Raphaehmtpte and Kloreii- ! 
tine mixed, the movement of the 
(fhild very lively. The tudour has a 


waxy semi-traus])arence (sliglitly 
retouehodj. 

No. 240, A''irgin and cliild, 
a R.apliaelcH(jU(‘. composition far 
above anything over <lone hy 
Paccluarotti to whom it is given. 

^ Th(i Virgin with her left arm 
round the waist of the young Hap- 
tint;, onthe right, to whom ihoiufant 
(Jhrist, on Inu’ lap, gives his bless 
ing;--in roarS. Joseph, alandseapt‘ 
and a green curtain. dMiis is a 
graceful grolq), llttk^ less than 
half life sijso, ean^ fully (^xeeut.ed, 
hut of a veihid transparemu^ in Mi(» 
llesh shadows, and bright In the 
liglits (yellowish), worked with a 
lhii<l brush, a uiixtun^ of Raphael 
and Fra Dartolotmmu), witli a cer- 
tain Siemiese impress in the tyims 
and inovennmt, that s<‘em peculiar 
to J^aeehia. d'ho hand of (Jlirlst 
ami that of the Ilaptist are re- 
touched; and the llesh in the Vir- 
gin is not free from restoring* 

For a Holy Family (No, 55, (jjnl- 
lery of the Hermitage at S. Peters- 
burg), attributed to Pacehla, see 
posten, llngiardini. No. H5, in the 
same gallery, is a round ^f the 
Nativity in whicdi tho Virgin adores 
the infant <m the ground, S. iTo- 
scjdi being seated to the left, Xu 
the distance to tln^ right, are an 
open lodges and a lan(lscH])e. An 
impress as of Florentine imitation 
(AlbertineUi, Fra Rartolomnieoand 
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It is not sufficient to have reduced Paccliiarotti to his 
original mediocrity; and restored Del Pacchia to his sta- 
tion in the annals of Sienna. Their countryman Peruzzi 
claims a more honorable attention than our age is usually 
willing to bestow ; and it becomes necessary to rescue his 
pictorial labours from oblivion. It may be true as a ge- 
neral proposition that his merits have been recognized; 
but in considering the manifold acquirements of so versa- 
tile a geniuS; it has been usual to study one side to the 
detriment of the other; and we are too apt to forget the 
painter in the architect. 

Baldassare Peruzzi was born, at Sienna on the 7'*^ of 
March 1481; and was the son of a weaver.^ In 1501, 
he was employed by the I’cctor of the Duomo in 
the cu'cular chapel dedicated to S. Giovanni;'^ a proof of 
his precocious powers. Amongst the artists to whom ho 
may thus early have been indebted for instruction and 
advice; Giovanni Antonio Bazzi was the most remarkable. 
He had been brought from Lombardy to Vienna by an 
agent of the Spannochi family; at the close of the lifteontli 
century; and obtained immediate encouragement as well 
as satisfactory commissions. From Bazzi Ihildassare i)ro- 
bably took something of the Leonardesquo ; but ho had 
scarcely received payment for his work in R. (Bovanni of 
Sienna; when his sympathy was won by Piuturiccluo who 
had just obeyed the summons of (Jardinal Piccolomlni. 

Peruzzi in this way comhinod his own styhs with the 
Lombard and the Umbrian; and wont thus fortified to 
Rome about the year 1504.^ Though mitri(ul; and pro- 


tlioir followers) may I)q found in 
tliG composition and distance. The 
execution is not on a level with 
the conception, the colour l)cing 
light and a little gay in the Sien- 
nese manner, and suggesting the 
name of Tacchia. 

’ Register of Baptisms at Sienna 
(cit. com. Vas, VIII. 220). JUldas- 
sare’s father was Giovanni di Sal- 
vestro di Salvadore l^enizzi, wea- 
ver of Volterra, who came to 


Sienna as a settler hetwoeu 1475 
and 1481. 

* 1501. Aug. 15i>‘, ho receives 42 
lire for pniutingH in that iduee, 
Com. in Vas. VIIL 288. 

3 He went, according to Vasari, 
with one J’icjro {)f Volt(irra to 
Romo (Vni. 220) about the close 
of the papacy of Alexauchn* the 
(Sixth. A record is prcHcrved in 
which this very lUctro (Maestro 
Pietro del fu Andrea da Volt(jrra) 
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bably without friends; he quickly achieved a position; 
and settled iu the capital; a favourite of his countrymen 
as well as of the highest dignitaries in the church. 

Two decorations of great extent and importance; com- 
pleted before the lapse of the first ten years of the cen- 
tury; give an exact view of his progress as well as of the 
direction taken by his laboiu's. In the semidome and 
tribune of S. OnofriO; an Eternal; a (Joronation of the 
Vii’gin; and a Virgin amongst saintS; at the sides of which 
the Epiphany and Massacre of the Innocents are depicted; 
leave no doubt as to the way in which his stylo was 
.formed. Tlie Eternal is like rcruzjii's at kS. Croce in 
Gerusalomine. The angels remind one of Pinturicchio, The 
apostles about the Coronation, more lively in movement 
than those of Bernardino , recall the Loonardesque of 
Ba5555i. In the central Madonna; and the Massacre, but 
particularly in the Adoration, where the distant episodes 
betray the intiuonco of the Perugian, and the mask of 
the infant (Christ is that of the Ijombard, wo trace the 
same eontost.^ Nor is it confined to the tribune, being 
exhibited with o<jual distinctness in one of the cha})cls.'‘* 


being* nt Jionio in 1500, appoints 
Paticliifirotti bis agent at fcJiunna. 
Annot. Vas. VXII. 220, 

> Mancini (iu J[)«Ua Vallg, 

Hen. III. 182) would aHsigu tlicse 
frescos entirely to riuturieehio. 
Titi (auuot. Vas. VIII. 221) sug- 
gests for the Homi-domcj,^ 

Pinturioehio for the wallx)ahitingH 
bcnoatli it. A^asari, however, says 
(VXII. 220): “reriiS5!5i did the choir 
of 8. Onofrio**; and there is one hand 
in the whole work. The semi-dome 
subjoetH arc all on gold ground, iu 
courses, Below the Eternal in four 
spaces, angels; honeuth these, the 
Coronation betweeu the twelve 
apostles and twelve syhils. In the 
central fresco of the tribune, the 
Virgin (mantle repainted) is en- 
throned between BS, John the 
Baptist, Jerom, a female, and Ono- 
frio, the donor knooHug iu the 

VOL* IU* 


foreground. The head of the Bap- 
tist is Leonardescpic, A dais of 
gold hangs over the ^'‘irgiu’s head. 
The fresco of the Massac, re com- 
prises also a Flight into Egypt, 
the landscape full of incidents ami 
small iigures as iu Plnturicehio, 
In this as iu the Adoration on the 
loft, the dx'osses are almost all re- 
painted, and in the latter, the 
landscape is renewed. 'Phe lower 
part of the tribune pieces is 
(ptile new. The colour, generally, 
is freely handled in a warm yel- 
lowish tone. 

* First chapel to the right, where 
the Eternal iu benediction, high 
above the altar, with throe angels 
on a blue ground (repainted) is 
in the character of the 6lioir fres- 
cos. The ceiling may contain 
paintings of the same typo; it is 
now covered with a painted can- 

i}5 
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At S. Croce in Gerusalemme; the vaulting of a crypt^ 
dedicated to Sta. Elena, is inlaid with mosaics after 
models furnished by Peruzzi in the first period of his 
Eoman stay, his employer being Cardinal Bernardino Car- 
vajal, A central medallion of the Eternal is .connected 
diagonally Avith the bends of the angles by four ovals in 
which the Evangelists stand. Between the ovals, four 
shovel frames contain scenes from the legend of the 
cross, SS. Sylvester, Peter, Paul, and Helen (with Car- 
dinal Carvajal at her feet) being in niches in the arches 
of the entrances. The design, akin to that of an earlier 
age, might confirm the propriety of an opinion accord- 
ing to which this ornamentation was made to replace an 
other of an older date. Its distribution and rendering 
reveal a rare mastery of perspective as applied to archi- 
tecture. A sensible, perhaps inevitable, hardness prevails. 
We trace some of the heavy coarseness derived from 
Pinturicchio in the Evangelists; a more successful bold- 
ness in the other saints and in the angel symbolizing S. 
John Evangelist. Throughout, wc find the same composite 
character as in the frescos of S. Onofrio.* 

Equally interesting and hitherto unacknowledged as 
a creation of Peruzzi, is the ceiling partly renewed by 
Raphael in the Camera deir Eliodoro at the Vatican. 
AVith the exception of the corners and shovel-frames, the 
whole of the decoration evidently existed previous to the 
entrance of Sanzio upon his labours in this hall. Many 


vass. At S. Pietro, in Montorio of 
itome, second chapel to the right, 
are a Coronation Avith angels, four 
allegorical jfigures on the front of 
the arched chapel entrance, and 
angels carrying scutcheons, in the 
mixed style of S, Onofrio. Of the 
same class, in the same edifice 
four figurers above an altar, near 
the foregoing. Those are all me- 
diocre productions, much injured 
by restoring, by some artist of the 
following of Pinturicchio and Po- 


^ Tluiso iiiosaicH arc mentioned 
by Albortini in his Opusculum, uh. 
sup. Tlio ornament is very ricli. 
Each oval is supported by a wing- 
ed male issuing out of a fiower 
that grows in a vas(^; two pea- 
cocks iutorlaced forming a neat 
addition at the sidoH, all on gold 
ground. In the vaultings there is 
much in the shape of fruit, tlowers, 
and birds. Cocks arc neatly intro- 
duced above the nicho containing 
the figure of Peter. 
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before him had left specimens of their talent there; — Piero 
della Francesca who had competed with old Bramante;’ 
Signorelli; and Della Gatta.^ But the author of beautiful 
works like thcsC; which are so clearly the forerunners of 
others in the Farnesina; is a painter of the time of Ju- 
lius the Second.'^ They show the taste of a man impressed 
with the beauties of the antique, and witli the hai’dihood, 
the powei'; and precision of one familiar with the division 
of architectural spaces. The frame-work is on gold ground, 
into wdiich four medallions imitating bronze ai'c lot in, tlu^ 
rest being monochrome, in various forms simulating bas- 
reliefs of Greek skirmishes, children, and allegorical im- 
personations. Peruzzi^s share, if it ho not incorrect to 
assign the portion we have just examined to him, is richer 
and bettor than that which the aids under Sanzio’s orders 
carried out in tho spring of the angks, the latter being 
on a simple yellow ground, whilst the former is on gold. 
A long and slender figure of abundance, dancing on a 
cloud in one of tho rhomboids tliougli obviously derived 
from tho classic in its pose, action, drapery, and stylo of 
nude, is executed with that tendency to bony articulations 
and extremities iioculiar to a Siennese. Tho mould of tho 
faco in its circling of falling locks is not without a I’c- 
minisccnco of Bazzi, whilst the flowing dross is rendered 
in tho mode derived by Poruzzi from tho Lombard and 
from Pinturicchio.'* Two children, sitting above the name 
of Julius tho Second, exhibit similar maxims of art, and 
a raw reddish tinge of colour. Tho skirmishes in mono- 
chrome arc from the anti({uo which, it is well known, 
Poruzzi was led to study with unusual industry in Koine. 
Raphaers forbearance in preserving those masterpieces, is 


1 Vas. rv. 7. 

® ii>. viir. 13 . u. 

® On tlio vaulting al>ovo tlio Iji- 
beration of H. Potor : ♦‘Julius Pout. 
Max.”, on that abovo the Miraclo 
ofBolsona, in a frame: “Julius XI”. 


^ The figure, in waving drapery, 
holds a conmeopia in tho right, 
and pours water from a cup in nor 
raisocl loft hand. Tho drapery is 
cast in a manner derived from 
Bajsssi and Pinturicchio. 
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as great a proof of judgment, as tliat which he used 
towards Perugino was an evidence of kindness of heart J 

During this period of progress in the career of Poruzzi, 
the materials for a thorough insight into tlie principles 
of ancient structures were ready to his hand. As the foun- 
dations of old edifices were laid bare one after the other, 
artists flocked to the favoured places, and measured the 
ground-plans, the diameters of columns, and the thickness 
of walls, Fx'om fragments of bas-reliefs, they got an 
additional insight into the methods familiar to the sculp- 
tors of the best age. Perspective was necessarily applied 
in its most scientific abstruseness to realize tlie outward 
appearance of buildings, the fallen members of wliich 
were too bulky to be raised, or too much injured to allow 
of reedification. Through perspective, of wliich Peruzzi 
became a master, we may well suppose that lu) gained a 
quicker knowledge of architecture than he might otherwise 
have attained. But he owed much also to Vitruvius whoso 
text he annotated and translated, leaving the sheets to 
be afterwards published by the industry of his pupil 
Serlio.^’ The latter admits that ho was first led to under- 
stand architecture by following a course of pcrsiicctive,*^ 
.and it is likely that the same thing happened to Bal- 
dassare.'^ Favoured by circumstances, as Ihjruzzi was, 
and gifted as we have already seen, it was natural that 
his accomplishments should soon become known; and wo 
note without surprise how eagerly Agostitio (Jliigi, the 
rich banker of Sienna then residing at Romo, took ad- 
vantage of his skill to erect a palace on the TiLxir banks, ^ 


^ If the ceiling should be proved 
at a future time to have been by 
the old Bramantc (Bramantino), wo 
must then say, he is the master of 
Feruzzi, and that Baldassaro in- 
herited his art exactly as we see 
it applied at the Farnesina. 

® Lomazzo (Idea del Tompio, 
p. 14), charges Serlio with plagia- 


rism; but he is hard on Horllo who 
acknowledges his debt. 

® See Sorlio in Delia Vnlhs 
Lett. Han. Ill, m.Cu 

^ The rivalry of Bramaute spurr- 
ed Toruzzi vary strongly, says Va- 
sari (VIIl. m) 

Yas. VIIL m. 
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The Farnesina Palace; as it is now called; has been 
poetically described by Vasari as ^^non miirato ma nato^^^ 
It is one of the finest of its kind and embodies gi’acc; 
solidity; and correct proportion. There is no reason to 
believe that Pernzzi completed it later than 1509 or 
1510;- at which time not only the main block had been 
erected and covered externally with subjects;’^ but the 
garden-lodge had been finished. In the flat central roof 
of tlie latter; Peruzzi drew Perseus overcoming Gorgon; 
and a female furiously driving a car drawn by oxen; in 
the curveS; gods and goddesses; such as Venus combing 
her hair on a couch; Pallas preparing for a hunt; Hercules 
and the lion; Hercules and Hydra; Apollo and the centaur; 
Lcda on the back of the swau; Jove and Europu; Vemxs 
and Saturn, Ganymede on the shoulders of the eagle 
in the vaulting of the windows, males and females, 
mostly seated and variously occupied ; in tlic spandrils 
above the capitals, cupids in dead colour and in other 
supplementary B])acoS; river-gods on monsters, the wholci 
surrounded by inoiiochromo borders so graceful and so 
ably conceived that Titian declared ho could not distin- 
guish them from stono.'^ At a later period, Sebastian del 
Piombo covered the lunettes j)urpo8cly loft bare by Pc- 
ruzzi, including one which tradition assigns to Michael 
Angelo.^ Raphael introdticod the boautcjous Galatea on 
the wall below, and Poussin, a number of landscapes. The 
authorshij) of Peruzzi has been contested in spite of Va- 
saxi’s toxt,^ and in defiance of tlie ovidonce of stylo ; and 
the coiling of the Loggia has bo(m ascribed to Daniel da 
Voltori'a, poi'haps in conse(iucnce of the coxifnsion caused 
by the similaiity of names between the Palazzo Farnesc 
where Daniel did work, and the l^alazzo della Farncsina 


‘ Ib. ib. , 

* Pahitod bci'orc Uaplmol had 
rctacjbod tlio piunaclo of bis fame 
(VivH, X. 12a). 

® They liavo i)«rishod. 

^ On bhio ground. 

» On gold ground. 


^ < )n groon ground. 

’ Vas. vrii. m 

" Boo Lanzi (History of painting 
ub. sup. I. 148) who confounds 
tho two Palaciis of the Farncsina 
and Parucso. 

« Vas. VIII. m. 
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where he did not. Peruzzi's manner is too characteristic 
to he mistaken. In order thoroughly to xinderstand it; 
a broad and general view must be taken of the mail; not 
as a painter alone, nor as a sculptor, nor an architect, 
but as a combination of all three. The roof of the 
Farnesina must not be examined piece by piece, but in 
connection with its architectural arrangement, its geo- 
metrical balance, and the position of each object de- 
picted. The result of the whole is a harmonic unity with- 
out any discordance. Peruzzi was a man of compass and 
of rule, a master of perspective, and ar inathomaticiaii. 
He had already realized what Raphael in later years was 
but hoping to attain — the ^^finc form of the ediliccs of 
antiquity’^ For him the flight was no longer ^4hat of 
Icar'us^^^ The antique had made him familiar with the 
forms of the classic Greek. It was a nocessary conse- 
quence of his studies, as well as of the tasks usually be- 
fore him, that the pictorial should be but a part of a 
plastic and architectural whole, that ho sliould calculah'. 
how the figures were to fill- a given room; that painting 
should not be independent, but fcttcirecl. When ho found 
it suitable, the human proportions wore made s\ibs<a'vioiit 
to their place rather than to each other, their movomenls 
being calculated with less reference to the reality than 
to sculptural or architectural requirements, and tlu^rcfore 
unnatural. But, in his mode of filling, ho obeys a law 
of harmony as telling in its way as a similar one applied 
to colour, is telling in the hands of Titian.^ It is inclootl 
his substitute for colour; for in his ardor ho neglects, or 
he shows that he lacks, the great and precious gift which 
charms in Vccellio, del Sarto, and Correggio. 

From a very remote time, the Siennese had betrayed 
their partiality for Greek sculpture. In some the taste 


See Raphael’s letter to Balclas- 
sare Oastiglione, from Romo; in 
Bottari, Raccoltu, ub. sup. 11.28. 


* Laussi truly says: “Ho distorts 
and 'connects those images with a 
surprisitig symmetry''. History of 
painting, I. 303. ' 
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was not purC; as in Simono Martini and Antonio Fede- 
righi; their familiarity with the antique being insuffi- 
ciently aided by that of nature, which is the source 
from which tlio Greeks drew the ideal. Conventionalism 
and I'igidity wore the results. Peruzzi, who inherited this 
tendency in liis countrymen, was not free from their de- 
fects. His art stands in the same relation to the classic 
as that of the Etruscan vases. He composes subjects in 
the spirit of bas-reliefs, with personages of a stiff and affected 
action ■— even when moving in the boldest manner under 
a quick momentary impulse. In all circumstances he dis- 
closes his Siennese education^ and the influence exercised 
by Pinturicchio and Bazzi. Yet, he remains original, and 
holds the same ])osition of honour in the Siennese school 
as the Loronzetti and Simone. They wore not equal to 
Giotto, though they surpassed his pupils. He does not 
keep the high level climbed by Leonardo, Michael An- 
gelo, or Kaphael, but ho comes iminoijiatcly after them, 
and is superior to all their followers, llis execution is 
technically simple. The luuxl rosy tones of the flesh, and 
the tints of the draperies are without any under prepara- 
tion, and th(i white surface is the highest light. In no 
part of the Favuosina palace, is Poruzzi more completely 
characterized than in the Fall of (.lorgon, where Perseus 
waves his sword about her head, whilst a female and 
three males show their faces and busts above the frieze. 
A diagonal, dividing the picture, would confine the portion 
described to one hall* of its I’octanglo, giving it the appea- 
rance of having been intended for the pediment of a temple, 
the more, as a fraguumt of a horse at the narrowest part 
reminds one of that at the Parthenon. Tho xippcr half con- 
tains a single and comparatively colossal Victory blowing 
a horn, whoso limbs, wings, and drapery are made to fill 
tho space and establish tho equilibrium of tho composition.*-* 


* In tUo bony dfawing of oxtre- 
mitios. 

* Perseus and Gorgon are on the 


cloiulH. His steel armour is now 
slightly discoloured. 
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The treatment is that peculiar to Peruzzi. It is full of 
forced activity and dash, yet essontially sculptural in 
feeling, the drapery especially being searched out for 
the sake of suggesting the under form. Equally hardy is 
the foreshortened position of the female in the next com- 
partment, who with surprising wildness throws her head 
and body forward, stretching out the arm with the rib- 
bands at which the steers are pulling, and holding with 
iron grip the side of her car.^ Peruzzi’s power is not 
less evident in the representation of the muscular strength 
and gigantic exertion of Hercules coping with the lion, a 
scene in which he establishes a favourable contrast be- 
tween himself and Antonio Pollaiuolo. 

But Peruzzi did not confine himself to the lodge of 
the Farnesina. In the hall of the upper floor, wliich 
precedes the rooms adorned by Bazzi and Bcccafuuu, ho 
paints the ceiling, with its tastcftil cornice and mould- 
ings resting on njimic caryatidac, tlio frieze ludd up by 
pilasters, and unreal windows, through the openings of 
which landscapes arc depicted, the cflect being, as Vasari 
says, to increase the apparent size of tlio place nor does 
he neglect the ornaments above the doors whore tho sup- 
porters of scutcheons are made to stand in classic pose, 
and children play above tho architrave, nor those of tho ' 
chimney, on the mantel of which Vulcan is at liis forge, 
nor the panellings in which gods and goddcjsses are placed. 
Moderns, it is true, sometimes affirm that (Htilio Romano 


^ This fresco has most of tUo 
Siennese con torsion, the %uro be- 
ing at the same time too long and 
slender. The character of Etrus- 
can art is curiously marked in this 
as well as in the thinness of the 
limbs, and in the motion of the 
steers. Tho gronnd'is starred blue. 
Between the steer’s logs are seven 
heads of the winds. The car runs 
along clouds. The right arm of 
the female and parts around it 
are restored, 

* The Hercules and lion are as 
anantiquebronze, so powerfully gi- 


ven is tho action of tho log broak- 
xug tho back of tho boast. 

The inonocbronic framing and 
mouldingH arc very choice, and look 
a« if they wore real, an ciroot duo 
at once to modelling and a 
judicious application of perspec- 
tive. Tho gilt roHcttos and tho 
arms m tho cesntre of tho coiling 
are the only parts in genuine re- 
lief. Tho lilicH of the Farneflc fa- 
mily wore HubHtituted for tho Olilgl 
scutcheon, when tho Palace of the 
Farnesina ohanged hands. 

» vas. vm. m. 
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was the author of the frieze for which the fables of an- 
tiquity contribute the richness of their imagery.^ But, a 
glance at such incidents as ApollO; driving the chariot of the 
sun, ought to have ])revented this mistake. This is not 
the art bequeathed by Raphael to his favourite pupil. It 
is the bold; the classical one of Peruzzi, whose concep- 
tion is the forerunner of that with which the less gifted 
GuidO; under other influences as regards manner, produced 
the Aurora 'of the Rospigliosi Palace. 

Again, on the ground-floor, a room facing the Corsini 
Palace contains a fictive frieze in which we find a co- 
pious illustration of the fable of Hercules, the Rape of 
Europa, Danac and the golden rain, Diana transforming 
Actajon, the death of the latter, Apollo and Midas with 
the asscs^ ears, Apollo and Marsyas, Venus and Ouiud, 
gambols of children and tritons, river-gods, Silenus, a 
satyr surprising Venus asleep, the chase of Meleager, En- 
dymion. Nothing can bo more fanciful or more power- 
fully .handled than this gi'aceful and well-arranged scries, 
nothing inox'o like Peruzzi than the plastic nature and 
action of the figures. It is the work of a man who has 
studied Michael Angelo and Raphael, without abandoning 
his own originality, who has become chastened by contact 
with groat ootemporarios. 

An interesting narrative might now be given of various 
undertakings entrusted to Peruzzi. Wo might descidbc 
the numerous edifices of which ho adonxed the fronts in 
Rome,^ how ho got up the Treason of Giulia Tarpeia^' 
at the festival given to Giuliano do^ Medici (1515) on his 
appointment to the sni)rexne coxnniand of the Papal forcos,’*^ 
how he furnished models to Cardinal Pio for the Duomo 
(1515), and for B. Niccolb (1517) of Carpi’/ wo might 
register frescos in the Vatican and in S. Pietro, others 
dond for Riario, cardinal of Ostia, both in the capital and 


* Anno t. Va s. X. 88. 

* Vas. Vlfl. m, 3. 4. 5. 7, mil 
Lomazzo, in dollaVallo, Lett. San. 
III. 160. 


3 Vas. Vin. 224. 

* Campori (Gli Artisti, iib. sup. 
358), and Vasari VIIL 226. 7. 
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in Ostia 5 ^ but tliis would be a labour of little fruit, es- 
pecially as the Ponzetti chapel in S. Maria della Pace 
offers an excellent clue to Poruzzfs manner in 1517. In a 
semidome, no doubt planned by himself/^ he painted, in 
three courses, the Sacrifice of Isaac, the Creation of Adam 
and Eve, Moses receiving the tables of the law, the Na- 
tivity, Epiphany, and Flight into Egy])t, David and Go- 
liath, the Deluge, and Judith dcs])atching Holophornos.'^ 
Below these, the Virgin and child between SS. Catherine 
of Alexandria and Brigitta, the latter recommending Fer- 
raiido on his knees at her feet. 

All these subjects boar a great and unmistakeablc stamp. 
The beauty of the spacing, and the taste with wliich the 
panelling is adorned, are not sin'passed in Raphaers cha})el 
at S. M. del Popolo.*^ But the talent of Poruzzi at this period 
is particularly remarkable as displaying his endeavour 
to rival Michael Angelo and Raphael, in dignity of char- 
acter, of expression, and of life, in breadth of handling, 
and in noble simplicity of drapery. Though it was not 
easy to attain this combination without loss of independent 
style, Peruzzi did so with good fortune, and affords a 
gratifying example of the impulse which may be given 
to genius by the rivalry of great men. 

The Creation is composed and carried out with an art 
in the footsteps of that of Buonarotti and Hanzio. The 
Eternal taking Eve, shows her to Adam, from whose rib 
she has just been shaped. His movement, ns ho swoops 
in the air, recalls in its grandeur that of Raphael in the 
Camera delP Eliodoro; but the mode in which Eve is 
brought into the presence of Adam, is a fine compression 


i Yas. VIII. 221. 2. Tho- latter 
are said by Vasari to have been 
done with the aid of Cesaro da 
Sesto. 

® “Fece una cappolla”, says Va- 
sari, VIII. 223. The period in 
which the frescos were completed, 
is indicated in the framing of the 
semi-dome frescos by the words: 
^‘Ano Horn. M.UXVr’(1616 or 17). 


At that time Fcrraiido Ponzetti 
was aroluloacon of Horrento and 
president of the apostolic .cJiam- 
bcr. 

® The aunotators of Vasari (VUL 
223.) doHcribft , those snlyocts and 
o.>cprtiH8 rogrot at their loss when 
they aro still stauding. 

* Begun 1510, finished 1619* 
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of Michael Angelo's two subjects in the ceiling of the 
Sixtine chapel; .and full of his elasticity in the re- 
production of the nude. In the Adoration, Pornzzi ap- 
pears inoi'G completely ih his own colours; with the oft- 
recurring impress of Bazzi in the type of f«nccs; but with 
rich and skilful grouping of his own, and a grand cast 
of drapery. Something; at the same tiinC; in the general 
aspect of the work reminds one of Gaudenzio Ferrari; 
and the presence of that feature in more than one of 
these frescos might almost suggest that ho and Peruzzi 
were together at Rome. 

The conception of the Deluge illustrates another side 
of Peruzzi’s character. Almost all trace of the Umbrian 
is . lost in a vigorous union of ei)isodos and action; 
in the rendering of 'which the models of the Florentine 
school, and particularly those of Buonarotti aflbrd the 
master peculiar inspirations. Without falling into the 
emi)ty imitation of the Herculean in forni; Peruzzi apidics 
with originality the maxims upon which the art of the 
great Florentine was based and strives to gain a footing 
on the level which ho attained.^ 

The sacri-fico of IsaaC; in the contemplation of which 
one reverts to the timo of Ghiberti’s competition with 
Brimolleschi; is also very line. The angel arresting the 
hand of Abraham, the i)atriarch himsolf, aro grand, in 
the freedom and life which they embody; and the group 
is adapted to its place by an application of the principles 
that dictate to Raphael his arrangement of the same 
subject. 

Less succossfxil in the Nativity, the Flight into Egypt, 
or the David and (Joliath, l^oruzzi is himself again in 
the Judith and Ilolophernos, where an old female on the 
ground, stoops with lier arm and shoulder between her 


^ On tlio left, tlio ark floats on 
the waters, and a boat tries to 
weather the storm. A liorso and 
an ox swim to tho land, and a man 
grasps in agony at the bank, A fe- 


male witJi two children at her feet 
listens to a man who points to tho 
rising Hood. More in rear, a man 
holds on to a tree. 
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knees in a pose, the counterpart, as to spirit, of one in 
the Sixtine chapel. 

The grand figures of the virgin, child, and S. Brigitta, 
would be still more effective, were it not for sonaething 
strained and affected in them and a certain mannerism 
in the drawing, but Ferrando Ponzotti's is a broad and 
massive portrait; and the pose, the dra))ory and the out- 
line of the head are a noble mixture of the sculptural 
with the Leonardesque of Bazzi. The bold and pastosc 
touch proclaims a thorough mastery over the iedmlca 
though, as usual, the flesh is a little raw and rusty in 
tone.^ 

An ariist who can produce the frescos of S. M. della 
Pace has reached a giddy and dangerous elevation, be- 
yond which it is difficult to advance and but too easy 
to recede. Peruzzi at this point had tried his powers to 
the utmost It was but human that ho should rest on 
his laurels, and that the result should then bo rather the 
reflex of past greatness than the accession of new strength. 
But Peruzzi preserved his ascendency in architocturo ait’tcr 
ho had yielded his best in painting; and he remained in 
honour in consequence of a versatility which ho shared 
with others of Iiis highly favoured ago. VVe shall see 
how he ultimatily fell into increasing conventionalism and 
affectation. In the nieanwhilo the ravages of time and 
restorers are alone the cause why less attraction is felt 
for the Presentation in the Temple at S. M. della Paco, 
than for the frescos of the Ponzetti chapel. Tu the ab- 
sence of any outer charm we may still admire in it tlio 
maxims of true composition, the introduction of the 
antique into architocturo, the illustration of several ab- 


^ The hluo drapery on tho Vir- 
gin’s shoulder, and the loft hand 
of S. Catherine are repainted, tho 
tapestry behind tho group dimmed 
by time. Flesh parts hero and 
here are renewed, Paintings by 


Poruisjsi on tho face of tho wall 
into whicih the domed chapel is 
Himk, arc groaily damugod. One 
HOC8 traeoB of the tlngcl liberating 
W. Peter, David playing tho harp, 
and Christ appearing to Paul. 
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struse laAYS in perspective science; the grand; tke sculp- 
tural and the graceful in action, drapery and motives.^ 
Something might be said of a Nativity, the only fresco 
that is left of tliose which Peruzzi left in S. Eocco of 
Rome. But the injured condition of its parts only 
permits a guarded assertion, and the belief that it may 
have been produced shortly after 1517.^ From that year 
till 1520; when he succeeded Raphael as architect of S. 
Pietro'^ and from 1520 to the sack of Rome, he did little 
that has not perisliecl. It is interesting, however, to note 
amongst fleeting productions of those days the scenes got 
up for Cardinal Bibiena’s^ play of the Calandra. Before 
his death; Raphael had furnished the decorations of 
Ariosto^s Suppositi; given at the expense of Leo the 
Tenth in a temporary theatre.’^ When Raphael died, Leo 
found nobody abler for that sort of work than Pcruzzi, 
whoso fame had otherwise been eclipsed by Sebastian 
del Pionibo;"' and the patronage of the Pope no doubt 
induced his fool Fra Mariano also to employ him.'^ 
During Leo's last years Peruzzi was induced to visit 
Bologna at the request of persons who desired to com- 
plete the front of S. Petronio. In the period of his stay 
there (1521— -23 he made several drawings on various 
scales and of diflbrent proportio-ns, without satisfying the 
superintendents of the building.'^ lie was more fortunate 
in pleasing private friends such as the Alborgati, who 
erected a palace on his designs, Messer Panfilio dal Monte, 
and the Conte Giovambatista Bentivoglio.® Tlie.Adora- 


^ This Inrg'o picture is injured 
by I’ostoring, and of a dull reddish 
tone. The antique classic spirit in 
the composition and ligtires seems 
to have struck the Carncci and 
Nicliolas Poussin. In a letter of 
(L B. Vignola to Martino Bassi, 
the former says in reference to it; 
“Baldassare . . . fiuso un tolaio di 
legname ossore attaccato a’ gan- 
gheri di forro alia muraglia, talohft 
chi non sa che sla dlplnto nel 
muro, lo giudioa fatto in tela”. 
(Bottari, Itaccolta, I, 408.) 


2 Vas. VIII. 221. 

® Ho was appointed by Leo the 
Tenth. Vas. VII. 137. 8j YIII. 
227. The date of his appointment 
is Aug. 1*<^ The salary 160 ducats. 

^ Boo postoa, tlio authorities for 
this stateinont. 

6 Vasari VIII. 227, and X. 12G. 
® In th(^ garden at Montooavallo 
a ilguro of 8. Bernard (Vas. VIII. 
226; which no longcjr exists. 
^GayoIL 162.3; HI. 480. 496. 
® Lamo, (katioolaub. sup. 22. 26. 
29 and 86. 
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tion of the Magi; a cartoon presented by Peruzzi to the 
latter; is not the best that the master conld have done; 
but being now in the National galloiy; it affords a con- 
venient illustration of the way in which he adopted; without 
the servility of a copyist; the conception and the mode of 
rendering form peculiar to Raphael-^ , The Cartoon is an 
echo of that which Sanzio produced for his great series 
of tapestrieS; and was . copied; not merely by Girolamo 
da Trevigi;^ but; with unimportant changes; by others.^ 
The best coloured variety of the subject; «and one much 
in the spirit of Peruzzi, is that of the Escurial; like a 
theatrical scene, with the Colosj^cuiU; pillars, tomplcS; and 
a marble Cmsai' on a pedestal in the distance.'* 

Two cotemporaries; in addition to Vasaid, testify to 
the greatness of Peruzzi^s talents at this time, TjainO; who 
heard him praise the compositions of Mazzolini of Ferrara,-'^ 
and the architect Ercolc Scccadinavl who described his 
drawings of S. Potronio as magnhicont.^* 

The death of Leo the Tenth and the accoKsion of Adrian 
the Sixth were so unfavorable to the prospects of artists 
that Perazzi was probably induced to prolong his absonce 
from Rome; but at the expiration of Adrian^H sliort lease 
of power he returned and was engaged (1523 — ^4) at tlio 


^■No. 167. National Gallery. 

Vas. VIII. 220, and IX. 63. 

® No. 218. National Gallorj, in 
OTIC of those, too timidly liaiulletl, 
to be oTon by Girolamo (la Tre- 
vigi. Goheimorrath Waagoii’s 
opinion (Treasures I. 826) in tlus 
respect being- correct. Tlio pioco 
is by an artist, Ferraroso, or other, 
of capacity equal to that (ox. gr.j 
of Kinaldo of Mantua. 

Another example, like No. 218 
of the National Gallery, is t.ho 
feeble, rodtonod Adoration in the 
collection of Lord Ellosmero 
(small, wood, No. 85]. 

A third still more modem is that 
of Btidley House, formerly in the 
Fescli gallery, a feeble and very] 


varnishy [iroduutioii. poHsibly Ijy 
Prospnro Femtaua an (Rduduier 
Rath WaRf,a\n Htat(s« (Treasures 
VIL p. 2!J0). 

^ Tlus picture in in a cull- 
ed; “Aposento do Ft^lipo IV\ the 
colour of a niddish tone (wood). 

® Laiiio, ul>. rtui). 25. 

® His award is in Gayo, (Jartog'^ 
gio, ub. sup. IL 152—8. The draw- 
injys were not Ulcon b(H*ause Hecca- 
dinnri did not see how they cumld, 
he used in (‘.oufiequeiicc of tho com- 
parativcj want of strength in the 
body of H. l*ctr(ml(>. Thes paymoTit 
for the designs was made on the 
m of July, 1522, being the small 
jsnm of 18 lire (Gave ub. sup. IX, 
354), 
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festival in honour, -of Ulcincnt the Seventh’s coronation.^ 
Amongst the commissions with which he was now ti'oub- 
led; one is from (.Cardinal Ilinckworth for Adrian’s tomb 
in S. Maria dclh AnimU; tlio framework and sculpture 
of which were carried out by Michael Angelo of Sienna 
and Tribolo, in a heavy style, Avhilst Peruzzi painted the 
canonization of tw^o saints at its sides, a fresco which 
has been since obliterated.- Of the same period wore the 
chiaroscuro apostles in the niches behind the tomb of 
Sixtus the Fourth at S. Pietro, one of wliich is said to 
be preserved in tlie ^^Grotto^^ of the Vatican.*^ But during 
the whole of this time and until the sack of Romo in 
1527 Peruzzi retained the office of architect to S. Pietro. 

On that memorable occasion it was his misfortune to 
be captured and ransomed by the Spaniards and plun- 
doi'ed of all ho i)ossesscd.^ On his arrival in Sienna, 
in the very lightest of drosses, his abject condition na- 
turally excited the compassion of his cotintrymon who 
drew up an address (June !()•'* 1027) to the Balia in his 
favour. The government was but too glad to secure 
such a man; and Peruzzi was engaged at a salary of 


< Vas. YIII. 2-20. m. 

2 h)Co Vas. VIII. yau, and notes 
of com. ilr. 220, also Vas. IX. 17. 
Tlie pope lies on tlio lid of a nar- 
copliaguH lot hi to au arcluid re- 
cess, in tlio lunette of which are 
the Virgin and child hetwoon HSl. 
Pot or and Paul. Two childron at 
the angles of the sarcophagus hold 
torches reversed. Beneath it, a 
has-reliof represents Adrian’s ar- 
rival at Uouic. lu two suiuiorts at 
the sides of the recess are four 
niches with statues of Justice, 
Portitudo, Peace and I’riidonco. 
The arms of the deceased, support- 
ed by infant angels , are on the 
basements* The o.xocutiou is in- 
forioriio the conception. The an- 
tique is still the model in tho 
sculptor’s mind. But there is a 
lack of unity, of grace and of light- 
ness in the whole. The oomioea 
are too heavy for the columns, and 


tho liguroH arc weak and short. 
The best statues arc those of tho 
riicnnibont Adrian, and tho an- 
gels at the angles. The has-rolief 
is better than the single tigures, 
Pcni;!}!i received the balance duo 
to him for this work through IHe- 
tro (I’Anclroa at Boiuo, on tho 20^*^ 
of July, 152P, whilst ho resided at 
Bienua. 

3 Van. and annot. VIII. 228. 

^ There is a record dated Oct. T). 
16H8, in which Pcvu/.jsi pays to one 
( Tirol amo d’Agiiolo at Hienna 56 
gold scudi, tho reniuaufc of a debt 
contracted for the payment of the 
ransom. Bee Doc. Ben. III. 117. 
But HOC also note to Vasari VlIl. 
229, in which Baldassarc acknow- 
ledges (Bopt. 28*-^ 1529) his debt 
of 150 scudi borrowed to pay ‘‘re- 
siduum taglic . . . temp, adveutus 
Borbonis ad Urbom”. 
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five scudi per month. ^ We shall not follow his career 
during the time when his chief occupation was that of 
an architect or the revision and planning of fortresses. 
From 1527 to 1535 when he returned to Romo, the pic- 
torial works which he executed were few, being mainly 
confined to the decoration of the castle of -Belcaro;^ and 
the completion of a fresco in S. Maria in Fontogiusta of 
Sienna representing the sybil prophesying to Octavian. 
For those who admire the exaggerated classicism of the 
degenerate Michael Angelesques this wall picture is a 
masterpiece. The masculine attitude and gesture of the 
sybil, the bold decision of movements galvanized, one 
might say, into sculptural immobility at the moment of 
utmost muscular tension, the theatrical terror of Octavian 
and the astonishment of his suite cannot but create an 
impression. But the obvious arrangement of the whole 
piece, parading instead of concealing tho man’s science 
and his knowledge of action, and true jiroportion, are too 
unnatural to please. After S. Maria della Pace, Poruzzi 
would necessarily drop into this slough and fall into tho 
coarseness of Baccio Bandinclli, if some supoi'human effort 
did not stop him on the height which ho had gained. It 
may console us to remember that Michel Angelo is not 
great in the Paolina as he is in the Sixtinc. Tho Sybil 
of Fontegiusta is not the less of great power, teaching us 
to reject, as Peruzzi’s, many pieces which his name has 
made familiar; Amongst those the Holy Family on the high 
altar of the church of Torre di Bibiano, now supposed to 
be by one of the Puccinelli, tho Broscianini of Sienna,® 


1 The address and reply of tho 
Balia aro in Doc. Sen. III. 100. 1. 
Gaye (Carteggio IL 400. 7) gives 
extracts from the accounts includ- 
ing tho payment of tho salary in 
Oct. and Doc. 1527, and adds that 
on the 17“-^ of Octohor 1532, To- 
rujzzx received a grant for eleven 
years of the returns of the Marsi- 
liana, valued at 240 scudi per an- 
num. 


* Throe luilos from Hictma. The 
frescos wore recently freed from 
whito-wash, and have not been 
seen by the authors, 

’ Tho Virgin, with BB. ,rohu the 
Baptist axid Jm^owi at her sides 
(half lengths, and loss than life 
size). Tlio infant, seated on a 
parape-t in front, turns from tho 
breast and looks at tho spectator. 
Tho execution is careful, tho co- 
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and other portable pictures. We might except tlie ^^Oharity^^ 
in the Museum .of Berlin/ but Poruzzi may have left much 
to his apprentices; when busy in more important under- 
takings.^ Of his return to Rome in 1535; when he gave 
himself exclusively to architecture; of his sickness and 
death in Jan. 1537; Vasai'i has a coi-rect account.^ Peruzzi 


lour hard, but of a rosy tone with 
sharply defined shadows. There is 
something Raphaclesque in the 
Virgin’s face, forms and move- 
ment; the child is like those of 
Bazzi and Peruzzi. Tlio hand- 
ling, however, is not equal to the 
conception, and unworthy of Pe- 
ruzzi. It scorns like a production 
by an artist in pos.sossiou of a de- 
sign from the portfolio of a greater 
master. Della Valle liud?i an ap- 
proach to the style of Pacchia- 
rotti. This is i)OHsiblo, if ho can be 
supposed to have painted on the 
outlhios of J’oruzzi or Ilazzi. q'bo 
annotators of Vasari (XII. 50) de- 
clare tliomscdvcH in favour of An- 
drea Pnccmolli, the regularity and 
softness of whoso work, though 
not exactly his colour, may bo 
found in the picture we arc now 
considering. There were two broth- 
ers Pucciuelli, sons of a dancing 
master at Sionua, Andrea, of 
whose companionship with one 
Baptista di Pruosiuo, in 1507, 
there is a record (Doc. Hon. III. 
82). In 1524, however, Andrea is 
in company with his brother Uaf- 
faello, and they both paint a Bap- 
tism of Christ for S. (Hovanni of 
Hienna, appraised by Bocoafiimi 
and anotlior(ib. ib. ib.). The brothers 
came to Florence in 1625, Andrea 
being registered in the guild of 
painters, and Uaffacllo being men- 
tioned by Vasari (XII. 50) as in 
practise there. The Baptism of 
Christ still exists in the Piovo of 
H. Giovanni at Hionna. It is romi- J 
niscont of the manner of Bocc.afu- 
mi with more powerful shadows 
than those in the Virgin, child, 
and saints assigned to the same 

vc«i. in. 


hand, in the Hionna Academy (No. 
880, with a prcdolla numbered 831). 
There is no lack of regularity in 
the heads, the forms and movc- 
! ment being quieter than one finds 
them amongst Siennese, and in 
this rc5i>oct more in the spirit of 
the Florentines of the following of 
Mariotto AlbertinolU. The colour, 
however, is washy, bringing us 
back to that ofVinccnzio Civer- 
chio’s creations (one of which with 
the date of 1525 is at Pallazuolo). 
The annotatoi's of Vasari (XII. 50) 
register an altarpieco by Andrea, 
in the Oratorio della Chioctdoln, 
near Hicuna. There is a Holy Fa- 
mily by him (No. 1205) at the TJf- 
fizi of Floronco. 

• ‘ Berlin. Museum. No. 109. The 
name of l^oruzzi is justified by the 
KSienneso stamp of the picture, 
which, however, is also reminiscent 
of D(d Pacchfa. There is no trae<‘ 
of Peruzzi’H holdnoss or plasticity, 
b\it rather an Umbrjau prettiness, 
and somotliing suggesting that 
school in the drawing of extremi- 
ties and in the drapery. 

* Florence. Pittx. No.845, Holy 
Family. Thi.s is a Biennoso work 
without the exact stamp of Po- 
ruzzi. Venice, Sominario. Peno- 
lopo. spinning. If not by l^cnizzi, 
it is like him, and the name is not 
inappropriate. Dublin. National 
Gallery. Nos. 48, a Sybil, and 60, 
axi allegory of Sculpture. These 
are very different from works of 
Peruzzi, and date from the seven- 
teenth cepttxry, 

» Vas. VIII. 282. $. 

26 
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4 ^^ 

died Comparatively young. He was the last of the grcuit 
artists of Sienna; and if wo could do vote a few p«ngCK 
to the career of his cotemporary and friend P>e(u*,afinni 
it would be merely for the sake of illustrating the docliiui 
which now set in tln'oiighout Italy. 
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CHAPTER XIL 

LOliENZO DI OKEDI. 


The review of .Umbrian and Siennese art in the fif- 
teenth and sixteenth centuries has proved how much was 
due to the example of Florence. The progress of the 
Florentines themselves now courts attention. 

Wo have seen Verrocchio concentrate in his own person 
all the gifts of the sculptor^ the painter; and the scientific 
draughtsman; and conduct the education of Leonardo, Fo- 
ruginO; and Lorensso di Cx'cdi. Our next step shall bo, 
not to dwell upon the life of da Vinci; which might 
lead to digressions on the schools of Lombardy; but to 
sketch that of Credi, who was more constantly connected 
witli the fortunes of his native city. 

A diary, curious for its age as well as for the infor- 
mation it contains respecting the habits of a small landed 
proprietor of Florence in the rise of the fifteenth cen- 
tury, is preserved in the Riccardiana of Floi'encc. It 
narrates the squabbles and litigation of two farmoi's, it 
registers the results of an average year in the purchase 
of laud; the sale of oil and agricultural produce; those 
of an unsuccessful season; where the landlord is reduced 
to pawn his ^^silk lined coat.^^ It gives the prices of 
various articles in household use between the years 1405 
and 1425. The writer of the diary is Odorigo^ the grand- 


^ Tho diary of Odorigo di Crodi vioBtorico, first series, ub. sup. Vol. 
has been published in the Arohi- IV. 


20 * 
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father of Lorenzo di Credi, the father of the goldsmith 
Andrea in whose house at Florence Lorenzo was born 
in 1459.' So long as Andrea di Credi lived, his son 
probably learnt the paternal business, in which ho is 
said to have excelled, studying design at suitable hours 
in the workshop and in the Braucaoci chapel.'-' But 
when the boy was left in charge of his ' mother Mona 
Lisa, he became assistant to Verrocchio. One might 
suppose that his occupation in the atelier of so I'cnowncd 
a sculptor and goldsmith would ])rinci])ally bo tho chisell- 
ing of metal; but he is described by his mother in a tax 
paper of 1480—1 as “employed in ])ainiing” with a 
salary of twolve^'florins a year;" and this is an additional 
fact in support of tho statement that V(!rrocchio iiidis- 
oriminately pi'actised all the sister arts togotluir.'' 

The friendship which Verrocchio contracted for Credi 
was only disturbed by his death in 148H. It was tostilied 
by the appointment of Lorenzo to tho duties of his 
executor, tho legacy of all his marbles and artistic, pro- 
perties at Venice and Florence, and tho recommendation 
of his name to the Doge for tho complctioti of the 
Colleoni monument,-’’’ To Crodi’s groat honour, h(* never 
forgot this kindness and ho remembered the niece of his 
benefactor in a clause of his will.* 

The goodness of tho man was nf)t belied in his woi’ks, 
which are confined to tho delineation of religious suhjec.ts, 
or to portraits. His honesty and steadiness were reflected 

1 Vasari’s account of tho birth volujiio, in which ncilctt in alno 
and education of Crodi, previous taken of n pictnro whicli has <IIh ■ 
to the entrance of tho latter into appeared from S. Doinonieo of 
Verrocchio’s service , is incorrect. Kloromun Alhcrtini also dcHcrihos 
See for the proof of the date of throe largo (‘.anvnsHOK by Vi^r^ 
his birth the note postea. rocchit> containing from tlu* 

* Vas. III. 162; He studied later Uoroiilos in the **Hala did 

in the Medici Gardon. VII. 205. consiglio” at the Palasjiso Puhhlico 
» See the tax paper in 'I’avola (Mwnorialc uh. Http. 

Alfabetica (ub. sup. ad. litt.) whore 

Credi is further stated to have ® Verrocchio’s will in (iayis (hir- 
been, in 1480, 2ryears of age. teggio, iib. sup. 1. 1J07. 

Verrocchio’s Baptism of Christ « Credi’s will in (iayo, Cartegglo, 
has been described in a previous L 372. 
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in pictui’es of a finish so olaborato that Vasari could not 
help c^cclaiming ^^sucli diligence was not more justifiable 
than excessive neglect^^;^ and his genuine ])iety found 
expression in tlic tender simplicity and melancholy air of 
Virgins and saints. 

The comiiauionship of Perugino was calculated to affect 
his stylO; which was not without a shade of Umbrian 
softness; but he was cold and formal as compared with 
Vannucci; whilst in contrast witli Leonardo; ho was de- 
void of genius. Under VeiTOcchio^s care ho went through 
a long course of i)robation; copying either the sketches 
of the master or tho.so of Leonardo; and this with such 
patiencio and industry that Vasari says, you could not 
tell Lorenzo’s imitation from da Vinci’s original. We 
have seen how difficult it is to distingnish the drawings 
of the throe men from each other;**^ and inquired whether 
])ancls might not exist illustrative of this phase in Oredi's 
career. Kopoattul examination only scorns to confirm the 
belief that th(^ Virgin and child hetwcon two attendant 
angels, a beautiful tcmi)(3ra, assigned to Ghirlandaio or 
Antonio Pollaiuolo, in the National Gallery^ may have 
boon oxocut(ul in the shop of Verrocchio when Leonardo 
and Ore<li w(3re om})loyod there; its tone, its clean pre- 
cision and staid carefulness of handling, the softness of 
the heads, and the Ijeonardosquo character of the angels, 
the infant ('Jhrist stamiiod in the mould of Oredi, all tend- 
ing to strongtlien this impression. I.^orenzo, in fact, bo- 
camc comi)ietoly absorbed in da Vinci, and was but 
slightly altered as regards typo or oast of drapery by 
contact with Poriigino, 

It was, no doubt, a consequence of Gredins peculiar la- 
boiiousness in the treatment of oil medium that ho re- 
mained altogether an eaRol-pairitor, Ho was so anxious 
to obtain a pure enamel of colour, that he distilled his 


' VftHnri Vm. WB. 

* VaMari profiorvod, as ho tolls 
us, many drawings of (Vedi from 
clay models upon which linen cloth 


had boon wottod to form the dra- 
peries (Va«. VHX, 203). 

* National Gallery. No, 290, 
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own oils, ground the earths to an impalpable powder with 
his own hands, and mixed some thirty shades of various 
tints on his palet, forbidding his servants to raise dust 
in his room for fear of soiling thom.^ Proceeding in this 
way, ho polished his surface to the smoothness of metal, 
and hardly altered it by thin glazing. That in this he 
only followed Leonardo’s example, is capable of proof. 
A mysterious darknbss, it is true, overhangs this period 
of da Vinci’s history; but taking him at a later time, and 
looking at the two portraits commonly known as tlioso of 
Lodovico il Moro, and Beatrice d’Este, in the Ambrosiana 
of Milan, we shall see that they have a smooth brilliancy 
and slight scumbles in shadow; and that they arc an ap- 
plication by the genius of a great man of the technical 
system familiar to Credi. At a later period, Leonard(» 
veiled the means by which ho finished his surprising cre- 
ations with an art that almost baffles observation, and he 
perfected a theory of glazes applied with supremo mas- 
tery in the Mona Lisa. But, even wore the portraits of 
the Ambrosiana to be withdrawn as iusufliciontly aiUhcn- 
ticated with respect to time we should still find means 
of showing that the origin of Crodi’s method is in Leo- 
nardo. The Luini, whom da Vinci formed, succecul in 
attaining similar rcsidts. Bcltraffio might bo named in 
the same class; but Andrea of Milan makes t,h<! nearest 
approach, in a low and cool yellow rod ilesh-tono, to (Iredi, 
Leonardo who becomes impenetrable because ho is 
shrouded in the mantle of technical subtlety is re- 
vealed to us by tlie uniformity of less distinguished ta- 
lents in Lorenzo, Bcltraffio, and Andn^a of Milan, who 
received his tuition. 

After the death of Verrocchio, Lorenzo di ()ro<li hold 
a most respectable position amongst the artists of Elor- 
ence,2 and on all public occasions when the opinion of 


’ Vas. VIII. 208. thoFforoutinoKuLldoriialntorrt.'riHi 

date of the) entry is hownvtir iUe- 
* He is registered almost iramo- giblo. (lualandi, Meraorle til), sui). 
diatelyafterLoonardoin tho roll of ser. VI. p. 186. 
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experienced men waa rocpiired to elucidate qiicstions of 
importance, lie and Perugino were invariably to be found 
together. They wore both 2 >resont at the meeting called 
in 1491 to dolibci-ato on the comidetion of the front of 
S. Maria del Fiore;* they both took part in the diacus- 
sion ujion tho mode of restoring the lantern of the cathe- 
dral in WyS.'-* They wci>e botli consulted (1504) as to 
the place which Michael Angelo’s David should occupy.® 
They were in com 2 )any as appraisers of mosaics by Monte 
and Ohorardo in 1505. * Put, whilst Perugino varied his 
labours by freiiuent journeys to Perugia and to Eome, 
Uredi remained a constant resident in Florence. It would 
bo, difficult, lunvevm*, to affix a date to any of the 2 )ic- 
tures which he in-oducc'd. Tho casual mention by Albcr- 
tini of the Madonna and saints at kSta. M. Maddalona do’ 
PazKi, now in the Ijouvro, of a S. Bartholomew in Orsan- 
micluilo, and of tho groat Nativity of S. Ohiara at the 
Academy of Art.*} in Florence, only iirpvo that they were 
executod boibri! 1508.’’ It is not even advisable to at- 
temi)t a guess as to tho period of (Jrodi's portait of Ver- 
rocchio at th(i Ufli/.i, •because age and old restoring have 
given a dull and heavy tone to the features.® In ISpain, 
Avhithor copi(!H from Verrocchio and da Vinci wore sent,* 
none of the so-called Leonardos are in (Iredi’s manner; 
nor is Loronsso's name correctly ai) 2 >liod in tho cathedrals 
of Burgos or (Iranada. 

Tho finest and tlio oldest of his altarpicccs is that of 
the Cappolla del SS. Sacramento in tho Duomo of Pis- 
toia, who,ro tho Virgin sits with tlio babe in a marble 
court, attended by S. John tho Baptist and a canonized 
bishop. As (Jrodi 2 >robably finishod'it whilst the examples 
and lessons of his youth wore still vivid in his mind, tho 


' Oom. Vas. VII. 247. 

* (7om. Vhk., note to Vol. VXII. 
p. aoO; Ouaati, In iiIl HUp. 

i». no. 

® Gnyc, IL p* 456. 

Mjom.Vaa. VL 70.541-2. | 

^Albortmi, Momonalo, ub. »up.| 


13. 14. 10. Soo also Vasari, VIII. 
206, and Kicha, CHucso, IX. 84. 

0 Uffi^si. No. 1108. It was long 
callod Martin Luther, but is tho 
original, aged about 60, engraved 
by Vasari (reversed) for his lives 
(wood, oil, almost life swo). 

^ Vas. Vin. 204. 
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figures generally are natural and firm of tread, and strongly 
reminiscent of da Vinci, the fresh round face of the Vir- 
gin, and the graceful combination of her movement with 
that of the child being an unconscious tribute to the me- 
mory of Vannucci. A landscape, seen through the aper- 
tures behind the tlirono, is full of pleasing detail. The 
clean sharpness of metal is given to ininutia'.; the draw- 
ing is careful, the proportions arc fair ; relief and per- 
spective are good, and the colour, of a silver grey, is 
polished, harmonious, and greatly fused. The naked child, 
turning towards the Baptist who points out tho Vh'gin to 
her worshippers, is coarse in the extremities, but not too 
pinguid.' It is doubtful whether Crodi preserved this su- 
periority in the Virgin, c|iild, and saints of S. Maria dollo 
drazie at Pistoia, which now appears so dimmed and spotty.''* 
Had he always remained up to his fii'St mark, ho would 
have held a higher place in tho annals of Florontiiu) art. 

There is, indeed, but one instance in which ho was 
equally successful ; and that is in the Madonna of tho Mu- 
seum of Mayence, where a pleasing youthfulness adorns* 
the face of the Virgin, and unusual beauty marks tho 
child, as he turns from his mother’s breast. But tho 
charm is increased by the feeling and truth with which 
form is given, by tho able rounding obtained by the fu- 
sion of a yellowish flesh-tone into brownish shadows, and 
by the tasteful application and high finish of borders and 
festoons of flowers.'' In the Holy Family of tho Palazzo 


‘ Wood, oil, all but life sizo. wavy curls is also cliaractoristic. 
The Virgin is dignified in attitude of tho iulliionoo exorcised otidrodi 
and mien, her hands delicately by da Vinci. Tho ilosli is wnriii 
formed. There is a youthful fresh- yellow in tho lights, and cold in 
noss in her face. Tho draperies tho shadows, 
are LeonardcSTio. Equally so aro * In H. M. d<illo Ornzlo or dol 
the pose and typo of tho bishop, Eotto, foraiorly al (Uippo (soo Va*. 
whoso hands are free from Crodi’s VUI. 204). Tho child is in liimo- 
later heaviness ; and the dry bony diction, tho saints at tho sidos, 
nude of tho Baptist. Tho action of John tho Baptist and tho kneoUng 
thelatter, strained, though there is Magdalen, Joroiu and tho kneeling 
power in the head, and force in Martha (wood, oil, flgnri'S life 
the searched out anatomy of the size). 

frame and limbs, recalls Ver- ’Mayonco Museum. No. 124. 
rocchio. The head with its thin (Wood, oil, all but life size). On a 
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Borghesc at Rome; Credi shows less strength; but he ani^ 
mates the elegant Virgin, the playful infant Christ; and 
the worshipping boy Baptist with a breath of love and 
tenderness. He composes the group in the Leonardesque 
fashion, and gives to the nude of the children some of 
the puffiness which ho exaggerated at a later time.^ All 
these examples illustrate the character, as well as the 
style, of Credi. He was of the class which took the name 
of ^^piagnonP^ at Florence, because it agreed with the 
theory of Savonarola, that everything profane was repre- 
hensible; and Vasari tells us that when the reforming 
Dominican ordered a holocaust of Jiterary, artistic, and 
fanciful works at the Carnival of 1497 in Florence, Credi 
was one of those who sacrificed all that did not savour in 
his drawings of the purest religion/^ Yet, Credi was not 
of a temper to surrender, the world altogether as Fra Bar- 
tolommeo had done, nor wore his sympathies enlisted in 
any special manner with the Dominicans; and when the 
convent of S. Marco quarrelled, in 1507, with Bernardo del 
Bianco about the price of Fra Bartolommeo’s Vision of 
S. Bernard, Credi was one of the umpires for the purchaser 
in conjunction wifh Ghorardo, the miniaturist.''^ 


parapet l)ohin(l the group a vaso 
of flowerrt. Behind tlio Virgin a 
rod curtain and festoons of flow- 
ers. In the child’s loft hand, a 
fruit. 

In the same gallery, No. 125, 
round of the Holy Fajuily, much 
repainted, hut with the iiupross of 
Loronajo’s school. 

darlsniho Gallery. No. 851. 
Round of the infant Christ adored 
by the kneeling Virgin, and young 
Baptist; the stable to the left; a 
landscape to tlie right and loft. 
Hair and shadow of neck in the 
Virgin, white cushion on which 
the infant rests, the Baptist’s knee, 
restored (wood, oil). This is an 
original by Credi, but not eciual to 
that of Mayence. 

^ The slender Virgin is very 


graceful, supporting the child on 
her lap who loans forward as if to 
speak with the infant Baptist. 
Bho also encircles his neck with 
her hand. He looks on in prayer; 
and an open book to the right in- 
dicates the seventh chapter of 
Isaiah: *‘Bohold a Virgin shall 
conceive and bear a son, and shall 
call his name Iiumanuol”. The 
drawing, forms, and drapery are 
of OrotU’s earlier period when his 
stylo was most redolent of the in- 
fluence of da Vinci andVorroochio 
(wood, oil, round). To the left a 
vaso, and through two windows, a 
landscape view. 

» Vas. VIL 158. 

^Marohese, Momorie ub. sup, 
Vol. 11. pp. 36—9. 860—1, 
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As years rolled on, and tlie impressions of Ms youth 
became weaker in Oredi, he lost some of his oarly strength 
in excessi-ve attention to manipulation. The Ba])tiBm of 
Christ of the company del Scalzo, now at the UffiKi, af- 
fords an indication of this change being loss satisfactory 
in the nude, stiffor in movements, and more mannered in 
form than previous specimens of his skill, though still 
firmly drawn and highly onamollod, and rodolont to a 
certain extent of Verrocchio’s teaching.* Still more pel- 
ished, but perhaps more afiectod in its softness, is the 
wonderfully clean and cold Madonna with the child, be- 
tween SS. Julian and Nicholas, at the Louvre, in which 
excessive daintiness of attitude and tread, gaudinoss of 
key, and slight chiaroscuro arc symptoms of loss of 
powci’.- But the most important specimen of Credi in 
this period of his career is the Nativity at the Aca.demy 
of Arts in Florence, of which a lino engraving accom- 
panies this page.® Whereas in the Madonna of the .l*is- 
toia cathedral the nude is drawn with the anatomical re- 
search natural to a fellow student of da Vinci, that of 
the Nativity only reminds us of Leonardo’s pujdls. Tlmro 
is something resembling the spirit of Luini, in contours 
which avoid marking bone and muscle, and in the low 
tones of flesh and drapery. Yot, the harmony is good, 
the handling careful, the drai)ory well arranged; and the 
'rainutenesB of tho chai’ming landscape is o<|uaH(id by that 
of the foreground of rook and grasses. Oredi has not 
left a better instance of tho striving in an artist of tlie 
sixteenth century to embody religious semtimont. lie stic- 
ceods in rendering a grave and timid molanclioly, and 


* Tliifi picture was in S. .l)omo» 
nico till quite lately, and is now in 
a private room at the Ul'liisi, Tho 
colour of tho flesh is yellowish and 
shadowed coolly (mentioned in 
Vasari VIII. 200, wood, oil, iiguros 
all but life swo). Three anjfcis 
kneel on tho left, and in the dis- 
tance of that side is the JJaptist’s 
sermon, 


^Louvre, No. 177, orijj^inally at 
fcJanta Maria Maddaleua <le’ ra/,s5l 
or OoHtollo (VaH.VUI, 205). Wood, 
oil, ligures life siztL 

^ (ralorui <leH ^n'midn 'rnbleaux, 
No. 51. (wood, oil, Iij^uroK almoHl 
life ei«e). Vhh. VlII. 205. 
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prettily surrounds tho Virgin with a guard of angels in 
whispering converse. A tender and half sorrowing affec- 
tion is in the Virgin, on her knees before tho cliild, and 
the action of both seems inspired fx'om Fra Filippo rather 
than from any other master. Tho shepherds also might 
])resupposG the study of Ghirlandaio by a later painter 
of a loss rugged fibre. The Baptist is drawn with 
the soft outlines of Luini, and Ihe S, Joseph is Perugi- 
nesque in air and pose. 

During tho later period of his life, Lorcnsrfb’s pro- 
ductions i)rcscrvcd an uniformity which leaves little 
room for fresh remark. Ills frequent employment as a 
restorer of old pictures is a proof of the confidence that 
was i)laccd in his experience.^ The honorable station 
which ho liold, led to his •appointment on many occasions 
as valuer of i)icturcs by other masters.^ lie outlived the 
terrors of the siege of Florence in 1627, retired into the 
hospital of S. M. Nuova on an annuity in 1531, and died 
on the 12^‘^ of January ir)37.‘* 

The following list is a necessary addition: 

Florence. Oraanmicliele, H. lUirtliolomow on a pilaster very inxicli 
clouded by dirt. (Vas. VIII. 204. Alboriini, Mem. p. 14, unci Kiclui, 
CJUicHC. I. 20.) 

Florence, Sia, Marla del Fiore. Sacristy of the canons. Figure 
ol' tlio Archangel Michael, executed about 1523; feeble and of a 
reddish tone (Vas. VIII. 200. 210). 

church. Chapel in Tiihnna della Croce. Figure of S. Joseph, 
weak and much injured; wood, oil (Vas. VIII, 205). 


' Wo have hcou (vol. L p. 583) 
that ho rostorod, in 1501, an altar- 
pioco by Angelico in S. Domenico 
of FicHolc. In 1524, lie performed 
the same operation at 8. M. del 
Fioro, on the Hawkwood of 
irccolli, the Nicholas di Tolcntino 
by Dastagno, six apostles by an 
unknown hand, and two sepul- 
chres (of Fra Luigi Marsili and 
Cardinal Viotro (^rsini). Anuot. 
Vas. Vm. 206. 

* 1614 he appraises Kidolfo Ghir- 
andaio’a pictures in the cappolla 


de’ li^ignori at the IhilaisssoVecchio 
in Florence (Vas. anuot. VIII. 209). 
1517, ho valued a statue hy Haccio 
Handinolli (Tomonxa, life of San- 
sovino. tib. sup. p. 7, and annotat. 
Vas. Vni. 210. In 1508, ho colour- 
ed a cnicitix by Henodetto da Mai- 
ano (Vas. VIII. 20(5. 200), and was 
witness to the will of Oronaoa, 

® Gayo, Cartoggio, I. 374, and 
annot, Vas. VIII. 206. 7. 10. His 
will Is dated 1531. Boo antca. 

^ Tav. Alfab. ub* sup. ad lit, 
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Florence. Vf/izi. No. 1166. Magdalen at the feet of Christ. — 
No. 1168. Virgin and S. John mourning. Wood, oil- Both genuine. 

— No. 1217. Bust likeness of a youth supposed to be Alessandro 
Braccesi (?), of an olive tone, but injured by restoring (wood, oil). 

— No. 1287. Round of the Holy Family, Lconardesque in arrange- 
ment, and soft, but somewhat poor, owing to absence of the requi- 
site relief (wood, oil, figures half life size). — No. 24. Corridor, 
Round of the Virgin adoring the child, attended by an angel — , 
rubbed down, but in the cliaractcr of Credi (wood, oil, figures half 
life size). — No. 1160. Annunciation, with three subjects in dead 
colour below; — ex. gr. the Creation of Eve, the Original Sin, and 
the Expulsion (wood, oil, small figures), genuine. — No. 1146. An- 
nunciation (wood, oil), genuine. — No. 1150. The Saviour appears 
to the Magdalen as the gardener (wood, oil, small figures) very 
pretty and careful. (See the replica, almost equally good, at the 
Louvre, postea.) 

Florence. Piiii. No. 364. Holy Family (wood, oil, round), remi- 
niscent of Credi in composition and manner, but of a hard, low 
tinge of colour. Something in it reminds one of Piero di Cosimo, 
but it seems of Credi’s school, yet the painter is not SogUaui, nor 
is it Michele di Ridolfo, both of whom wore Crodi’s pni>ils (Vas. 
VIII. 207 IX. 62. and XI. 294). But we know nothing of other 
disciples, Tommaso di Stefano, Gian Jacopo di Castrocaro (re- 
gistered in 1525 in the Florentine guild, Gualandi, Wer. VL), An- 
tonio del Ceraiiiolo (Vas. VIII. 204. 207. and XI. 132. and 
Gualandi, Memorie, fcSor. VI, 176. and foil.), or Giovanni di 
Benedetto Cianfanini recorded as part author of the K. Mioha(sl in 
S. M. del Fiore (annot. Vas. VIII. 200). A picture of the .same class 
is that of the Borghose Gallery (postea). 

Florence. Academy of Arts. Galerie des yctits Tablmiur.. No. 13. 
Originally in the SS. Aiiuunziata do’ Sorvi. Nativity. Gomiiue, 
(Wood, oil.) 

Castiglione Fio7^e7ilino. Collegiate churvfu Chapod to the right of 
the choir. Nativity (wood, oil, life size figures). Vasari speaks of 
a tavola that was sent to Castiglione, by Francesco canon of 8, 
Maria del Fioro. It may ho the piece hero noticed (Vas. VII T. 208). 
The Virgin kneels to the right before the penthouse, the child on 
straw on the ground, with 8. Joscjdi on his knees to the left. This 
is genuine, neatly arranged, pretty, hut a little fcohlo withal. 

Rome. Galleria Borghesc. No. 64. Ueiiud of the Nativity i, o. the 
infant on the ground between the kneeling Virgin and B. Jofioph 
(wood, oil). This suggests the same reflections as the Holy Family 
at the Pitti (No. 354), 
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Venice. Academy. No. 254. Hound of the Holy Family, once in 
the Manfrini collection (wood, oil). ISee, postca, Raffacllino del Garbo. 

Turin. Museum. Lately bequeathed by the Earollo Family, The 
Virgin oflers a bunch of grapes to the infant, naked on her lap; — 
on a window sill, a vase of flowers, and through the opening, a land- 
scape. This is a scene of pleasing maternal affection, by Credi in 
his good period; — a mixture of the .schools of Leonardo, Ver- 
rocchio, and Botticelli, — ex. gr. as regards types (wood, oil, figu- 
res half life size). Colour, of good impasto. — No. 589. Virgin and 
child (wood, oil), later in date than the foregoing and not so fine, 
hut still graceful. Tlio Virgin’s head scaled. 

Forti. GalJeria Cmnmunalc. No. 99. Female portrait, three quarters 
to the right, originally lino, in Florentine dress, Leonardesque, noble, 
and high bred, said to be Catherine Sforza (?) greatly injured by 
restoring, especially in the flesh parts (wood, oil). In one hand, a 
flower, the o,ther resting on a vase. 

Naples, Museum. Nativity, the child on the ground between the 
kneeling Virgin and S. Joseph, two angels attending (wood, oil), 
genuine. 

Munich. IHnakoihck, S. No. 658. Hound of tlio Nativity, almost 
a replica (reversed) of No. 1287 at the IJflizi (wood, oil, all but life 
size), fine but somewhat abraded, and consequently cold. 

Schleisshebn. Gallery. No. 1144. Virgin and child in Crodi’s 
manner, but repainted. — No. 1188. Same subject with massacre of the 
Innocents in distance, by some German painter of the sixteenth century. 

Berlin. Mttseuin, No. 108. Magdalen penitent, once in W. Chiara 
of Florence (Vasari, VIII. 206), (wood, figure life size), a good ex- 
ample of the master. — No. 100. (Wood), Nativity, Genuine. *— Nos. 
89. Nativity, and 92, Adoration of the Kings, less attractive and 
perhaps school pieces. 

Dresden, Gallery, No, 84, The Virgin, with tlio infant kissing 
the young Baptist (small), not by Crodi, b\it by a third class follower 
of Botticelli -and Filippino. 

AUenhurf), Lindenau Gallery. (Wood, tempera, renewed in oil ) 
Virgin adoring the child. Hchool of Botticelli. 

Louvre, Music Napolion III, Kx-Campana. No. 21$. Christ ap- 
pearing to the Magdalen, weaker replica of that of the Uffizi (see 
antea), original, but abraded. — No. 219, Annunciation, same cha- 
racter, — Nos. 220. 221. of the school. 

London. Nationed Gallery. No. 593. Virgin and child (wood), — 
No. 648. The Virgin adoring the infant Christ (wood), formerly in 
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Nortliwick Gallery. These are good, genuiue, and well preserved 
pictures. 

London. Mr. Barker's CoUecHo?i. 1. Virgin and child in an interior, 
with a distance seen through windows; the Virgin offers a pome- 
granate to' the child. Genuine and good. — 2. Figure of a saint 
with a banner and shield, all but life size, autlientic but not of Orodi’s 
.best. — 3. Virgin and- child, the young Baptist hnocling to the left, 
fine and original. — 4. The Virgin and child between S. Sebastian 
and John the Baptist, life size, good, and by the master, but a little 
rubbed and retouched. — 5. Round of the Virgin, child, and Baptist, 
one third of the life size, by Credi, but weakened perhaps by clean- 
ing and retouching. All on wood, in oil. 

London. Lord Over stone. Small altarpiecc, arched at top, with 
the coronation of the Virgin in the upper part, two erect and two 
kneeling saints in a landscape below, and Christ in the tomb be- 
tween SS. Francis and Anthony. This was formerly in the Itogors 
collection, very delicate and careful (wood). 

London, Marquis of Westminster, (No. 1)5 at Manchester.) KSmall 
Coronation of the Virgin by a Florentine following Crodi’s mamior 
(■wood). 

Oxford, Gallery, (Wood.) A feeble Virgin and child; of the 
school. 

Liverpool Institution, No, 2{). Virgin suckling the child in a land- 
scape (wood, small), formerly attributed to Ghirlandaio, but a school- 
piece from Credi’s -atelier, — injured J 


^ The following, mentioned by 
Vasari and others, may in part be 
comprised in the foregoing list; 
they are at all events not trace- 
able at present, or they are miss- 
ing: Florence, portraits of Credi, 
Porugino,.and Girolamo Benivioni 
(Vas. VIII. 204. 205). Florence, 
Company of >S. Bastiano. Virgin, 
child, S. Sebastian and other 
saints (Vas. VHI. 206) V may bo 
the altarpieco now belonging to 
Mr. Barker. Montcpulciauo. S. 
Agostiuo. Crucified Redeemer be- 


tween the Virgin and Evang(5list 
(Tavola ib. ib. ib.). 

Florence. Casa Oitayiani, 
Round of tlm Virgin (ib, ib. 200). 
S. Friauo, tavola (circa 1525) Vir- 
gin, child, and saints (ib. ib. 200). 
S. Mattco or Hospital di Lolmo. 
Marriage of the Virgin (ib. lb. U».). 
Casa Tolomci, via do’ (Bnori. Vir- 
gin and child (aunot. Vas. VllL 
20G). Casa Antonio do’ Iticasoli. 
UnliiUHlutd picture of Un» IbvsHiou 
(Vas. Vlir. 2()«). H. Vivr' Mag- 
giore. Cappolla Albizzi. Oruci- 
fi.xion (Richa, Ohiese, 1. 1*10), 
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The career of Eaflfaellino del Garbo had some outward 
resemblance at first with that of Lorenzo di Credi; inas- 
much as ho served one master many years before ven- 
turing on the enjoyment of his own independence. But, 
whereas Credi had the advantage of learning from Ver- 
rocchio and da Vinci, del Garbo owed his education to 
the looser teaching of Filippino Lippi. lie was Credits 
junior -by a few years, having been christened Kaffael- 
lino (di Bartolommeo, di Giovanni, di Niccolb Capponi) in 
1466; and he remained with Filippino till at least 
A tax-paper of '1498 exists in which he is described as 
living in the Popolo di St'a. Lucia sopr’ Arno, with a 
shopi in the Popolo di Sta. Maria del Fiore, his income 
nil, his debts fortunately the same.^ It is said that his 
youtli gave promise of talents; that Filippino considered 
him in many things superior to himself, and that the 
ceiling of the Caraffa chapel in Sta. Maria sopra Minerva 
at Rome was admired by every artist of the time for the 
beauty of its finisli. Accepting this flattering picture of 
Raffaellino^s youth on the authority of Vasari, we are 
bound also to admit that his manhood was marked by 
ixnexpoctod mediocrity.^ 

The recent discovery of records, proving Raffacllino's 
descent from Niccolb Capponi, might connect him with 
the authorship of a Madonna and saints in the hospital 
of Sta. Maria Nuova of Florence, dated 1500, and signed 


^ Ilis l)irth is calculated from 
Vasari’s statomont that ho died in 
1524, ag-od 58. His Jiamo has boon 
taken from cotemporary records 
by tlio annotators of Vasari (Tav. 
Alfab.). 

* Qtiartioro S. ►Spirito. Arroti 
del 1408. ‘ Quartiero Hpirito. 
Gonfalone Beala. Rafaello da 
Bartolommeo dipintoro, X*opolo di 
Santa Lucia sopr’Aruo. 

Non 6 grave 25ssa 
Bustaxusa nulla*. 

Tongho a pigiono da Torrigiano 
Torrigiani, Gonfalone Nicchio, 
tina bottega a uso tienirsi Tabacho, 
posta in borgho Sco. Jachopo da 


prima via ; a 2«, cl cocina, a 3", Arno, 
per progio di fior , otto I’aunO. Dipoi 
Papigioub a Kafiaello Oanacl Gou- 
faF. Leo... per (lottafior. otto. L’ho 
a tonoro a touero (sic) per insino a 
dl 12 tU Magio 1495 (sic) fior. 8. lar- 
glu. Tongho a pigiono una hot- 
togha a uso di dipintoro da Luca 
Riniori Gonfal^ Vaio, posta nol 
popolo di Maria del Fiore, a 
prima via, a 2®, Matte o do’ Sorvi, a 
3®, Giovanni da B.Minxato per pro- 
gio di fior. 5 di sugollo I’anno. 
Aparisceno una scritta di mano 
di (lotto Lucha”, Favoured by 
Bignor G®. Milanesx. 

»Vas,VIL191. 
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Raphael de Caponibus. Taken in connection -with a se- 
cond, of 1502, at Sta. Maria degli Angeli in Sienna by 
“Raphael de Floi'entia”, and a third in S. Spirito of 
Florence, dated 1505, this picture has already been cited 
as a mixed Florentine and Umbrian creation, different 
from those usually attributed to Raffaellino. If it should 
appear that del Garbo and the authors of these three 
Madonnas are one person, we have a specimen of the man- 
ner in -which artist-journeymen assumed a different style 
as they passed from one school to another, and thus al- 
most defy identification.* A series of frescos in the sis- 
terhood of S. Giorgio at Florence, dated 1504, -would have 
been a guide in this uncertainty, being the only inscribed 
paintings to which history alludes.* In. their absence wo 
must fall back upon such panels as Vasari mentions. It 
cannot be denied that the incidents depicted in S. Martino 
de’ Buonomini at Florence are sufficiently like the work 
of a pupil in Filippino’s shop, to warrant • Assigning thorn 
to Raffaellino,* but apart from those, tho inastor's i)ro- 
ductions are abundant enough for a sure selection. Claus- 
tral rules exclude visitors from the refectory of Sta. M., 
Maddalena de’ Pazzi at Florence, whore a fresco of Christ 
distributing the loaves and fishes covers one of tho prin- 
cipal walls,® but the figures of SS. Ignatius and Roch at 
the sides of the statue of S. Sebastian in a chap(il of the 
same convent, sufficiently testify that del Garbo could 
languidly follow the manner of Filippino.® Aft’oetation in 
forms, mannerism in drawing, and flatness of tonpei’a are 
equally characteristic in this as in tho more graceful 
angel and Virgin annunciate flanking a Qiotte8(iU(i S. Lucy 
in S. Lucia de’ Bardi.'^ 

MDXI, and may rank on a par, 
with the Nativitien. 
a Tas, VIX. 102- 
* See antoa. VoL XI. 458. 

» Vah. yiL lo;}. 4. 

® Tempera, wood. Vasari VIL; 
194, and Richa, CJhieso, 1, 141. 

^ Altar, to tho loft of outrauctfc' 


Antea, II, 446 and foil®'. 

* Tho Nativities in S. Lorenzo, 
Florence (described antoa vol. 11. 
455) aro in poor condition. Re- 
cently, a S. Lawrence in majesty 
between S8. Stephen and Leo- 
nardo, has boon restored to its old 
place in S. Lorenzo. It is dated 
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In the left ti’anscpt of S. Spirito at Florence; a Trinity 
adored by the kneeling SS. Catherine and Mary Magda- 
len; is a carefully handled and gay specimen of the same 
art; with a tendency in Kafifaellino to lengthen the pro- 
portions of the human frame. There are also some pretty 
things in the predella; repi'esenting the Nativity between 
the Communion of S. Mary of Egypt and the Martyrdom 
of the Aloxandi'ian saint.* But; Raffacllino appears to 
most advantage in the Gallery of Berlin; where one of his 
most important altarpieceS; and two cabinet-pictures arc 
preserved. The first of thcsC; a Virgin and child attended 
by angelS; chcrubS; and four saintS; is a clear and bril- 
liant tempera executed with great precision in the man- 
ner of Filij)pino and Fra FilippO; but still displaying the 
slender formS; the affected movement and expression of 
del Qai'bo;^ the second; a Madonna with the child, and 
the Baptist accompanied by angels, between SS. Sebas- 
tian and Andrew, is as good;** the third, an erect Vii'gin 
and child between two angels in a landscape, is the best 
of the three, and will bo found engraved in those pages. 
The- tenderost maternal fondness is imparted to the 
mother whoso chock rests on the curly head of the Sa- 
viour asleep on her bosom. There is something almost 
Raphaelcsquo in the conception of the group. The me- 
lancholy of the Virgin’s face, the flexibility in her atti- 
tude of rest arc very winning. The drawing is correct, 
and the drapoides well cast. A happy thought is that oif 
making the angel to the right pause in sounding the 
pipes that the cliild may sloop and bo undisturbed. Tlxo 
other angel is less successful, being a little forced, af- 
fected, and absent in look, and thus unconnected in a 

Tompora, wood, liguros about halt* 
life siiso, of a soft, hut weak grey 
toxic. 

t The Eternal holds a crucifix. 

Landscape, wood, tempera, 

® Berlin. Museum. No. 87. Tem- 
pera. Two angels support tho ar- 
ras at tho side of the throne. 

VOL. HI. * 27 


Lower aro two ohoruhim. Tho 
saints are: Nicholas and Dominick 
oroct, Vincont and Peter Martyr 
kneeling. Distance, a landscape 
(wood). 

* Berlin. Museum. No. 98. Dis- 
tance, a landscape (wood, tem- 
pera, figures half the life size). 
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certain measure with the scene. His pose, as well as his 
playing; form a discord in the harmony. But for thiS; 
the result would be better. Yet as a whole the panel is 
one of the most pleasant by RaflPaellinO; very conscientious 
and cleverly touched; and full of freshness in every part.i 

In a round of the Virgin and child between SS. Jcroin 
and Francis at Dresden; Raffaellino has expended less 
application^ than in those of the Berlin Museum. But 
the Coronation of the Virgin; once in S- Salvi of Flor- 
ence; and now at the Louvre; is a first-class altarpiccc 
which would completely illustrate the relation of del Garbo 
to his master if time and restoring had n(Jt dimmed and 
injured the surface. Yet; the large size of the figures 
still demonstrates his inferiority in the tcchnica; and in 
the overstudied grace which I’obs his personages of na- 
tural charms in form; expression; or movement.’^ 

Without extending an examination which cannot bring 
out new features in Raffaellino ; it may bo sTifficicnt 
to register his pictures at Florence; on the continent; and 
elsewhere; and to note that towards tho close of his days 
he was reduced to great penuriousnesS; and sold the pro- 
ceeds of his labour at low prices. Ho died infirm and 
poor; in 1524; and was buried in S. Simone at Florence 
by the charitable care of tho Company of Mcr(‘y.‘^ 

Florence, S, Amhrogip, To tlie left of the oiitrancc^, the arcliod 
upper border surrounding a statue of S. Sebastian contains two 
angels in monochrome; and a medallion at tho base incloses an 
annunciation in Raffaellino’s manner. On the second altar to 4;ho 


^ Berlin, Museum. No, 90. 
Round (wood, tempera, small), 

^ Dresden. Gallery. No. 36. 
Round (tempera, wood, half life 
size). The S. Jerom is the best 
figure, tho others being perhaps Ly 
one of Raffacllino’s pupils. 

* Louvre. No. 200. Arched at 
top, tempera, wood, life size. Foxir 
angels play inatnimonts about tbe 
circular glory, beneath which there 


are three cherubim. On tho fore- 
ground, Sfl. Bonodict, Salvi, Gio. 
Gualberto, and Bernard. TMie blues 
are ovOrywlxoro abraded, and tho 
draperies are throughout damaged. 
Tho lower parts are tho least pre- 
served, The predolla (HceiujH from 
the life of H. Giovanni (jJnnllmrto) 
is miSKing. 

'^Vas. Vir. too, undTav, alfaK 
ub. sup. 
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right (S. Aiphrogio), is also a S. Anthony in majesty between S. 
Nicholas, and the angel and Tobit, of the same class, but repainted. 

Florence, Academy of Arts, Galcrie des grands Tableaux, No. 67. 
Originally in Monte Olivoto, wood, oil, figures half life size. Sub- 
ject, the Resurrection. Vasari’s praise hero is excessive (VII. 191). 
We arc dealing, as before, with a dwarfed Filippino. The paltry 
character of the shapes reminds one of the Resurrection under the 
name of the Glurlaudai in the Berlin Museum (No. 75). The Redeemer 
rises from the sepulchre, and the cover has fallen on one of the 
guards. A soldier on the left gets on his logs in terror. Anothoi’ 
runs away to the right with a knife in his hand. Both arc grimacing. 
The figures in action are less successful than the Redeemer and the 
men asleep about the tomb. The colour, being hatched in shadows, 
seems handled like tempera, but remains careful and precise, though 
a little raw, and sharp in contrasts. Serpentine drapery is another 
prominent defect. The landscape of town, ruins, rocks, and trees 
is rather green. 

Florence, Uffizi. Corridor. No. 35. Round, wood. Injured Holy 
Family, composed in a mode remhuscent of Raphael, assigned in 
the Cataloguo to RafFaellino, but of the class suggested by his name 
and that of Ridolfo Ghirlandaio. 

Fenlce, Academy, No. 254. Once in the Maufrini Gallery. 
Round (wood) of the Holy Family, called Crodi, well arranged, but 
scaled and retouched all over? — probably by Ralfaellino. 

Na2)lcs. Museimi, No. 280. Round, wood, oil. The Virgin gives 
a pomegranate to the infant who turns towards tlie young Baptist. 
Feeble, raw and hard, and overladen with ornament. Of Raffaellino’s 
school by a later hand. 

London, Mr, Fuller MailUind, Altarpieco, Virgin and child, be- 
tween SS. John Evangelist, Justus, Julian, and Catherine (wood, 
life size, grounds regilt). Greatly damaged by restoring, but still 
exhibiting the style of 'del Garbo when young, and recently out of 
tho school of Filippino. 

London, iSir Charles Easilake, Virgin with the child on her lap 
opening a pomegranate (kneepicco). The Baptist seen to the waist 
looks on. A vase and hook are on a parapet in front, a landscape 
hehind (wood, small). A graceful tempera of much softness and 
feeling, carefully finished, and of a cdoar bright tone. 

London, Mr, liarker. From tho Rogers and Bromley collections. 
Catalogued as Verrocchio and then as l^ollaiuolo (see antoa, II, 413). 
J’rofile bust of a lady in a gold head-dress, a good likeness by 
del Garbo. 

Vienna, f I arrack Gallery, No. 180. Round of tlio Holy Family, 
The Virgin holds tho clixld. S. Joseph has tho young S, John by his 
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side. On the left, two kneeling angels (wood, figures third of life). 
Not by Raffaellino, hut a Florentine disciple of Michele di Ridolfo 
or Mariano da Pescia. 

Mayence, Museum. No. 129. Described “manner of Ghirlandaio”. 
Virgin erect, the child turning the leaves of a book on a inarblo 
table (wood, figures life size). In Ralfaollino’s style. 


Missing pieces may be registered as follows: Florence^ taber- 
nacle at the corner of the Ponte alia Carraia and Canto alia Cu- 
culia (Yas. VII. 192). Villa of Marignolle; two tavolc (ib. ib. ib.). 
S. Spirito. Piotli. Vision of S. Bernard (as regards the latter see 
anteap. 255), and Virgin, child, SS. Jerom and Bartholomew (ib. ib. 
192 — 3). S. Pier Maggiore: Virgin, child, and SS. Gio. Chialborto 
and Francis (ib. ib. 194 and Richa, Chiese I. 141) .Murato: S. Sigis- 
mund (Vas. VII. 194). S. P.ancrazio; fresco of the Nativity (ib. ib. 
ib.), Ponte a Rubaconte, chapel (ib. ib. 195). Chio.sa ddU’ Arc- 
angelo Raffaello j Virgin and child (Richa, Chiese; I. 107 and XX. 129), 


The life of Piero di CosimO; the cotemporary of Crotli 
and RaffaellinO; affords Vasari matter for an amusing and 
perhaps overdrawn sketch of character. 

Piero is said in his youth to have been industrious and 
clever; hut absent; solitary;^ and given to castlo-building. 
At a later period, he became a misantliropo; would not 
admit any one to his room either to clean it or to soo 
his pictures ; never had a regular meal, but if hungry, ato 
of hard eggs which ho cooked half a hundred at a time. 
He was an enemy to all artificial cultivation of num as 
well as of plants. His eccentricities increased with ago, 
so that in his latter days he was quorulous and intole- 
rant; subject to fits of fright if he hoard the distant growl 
of thunder, impatient of ordinary noises, such as tlio cry- 
ing of children, the coughing of men, ringing of bolls, 
chanting of friars, and buzzing of flios. During a para- 
lysis which made his last hours burdensome, ho would 
inveigh against all doctors, apotliocarios, and nurs(.‘H, sus- 
pecting them of starving their patients ; and ho was lioard 
to contrast the melancholy nature of death by prolonged 
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sickness with the happy and speedy one of the criminal 
who goes to his end in fresh air^ surrounded by the sym- 
pathy; and comforted by thg prayerS; of the people.^ 
Piero’s HfC; howevei'; has a much higher interest for 
the historian than that which may be created by the nar- 
rative of his foibles. . He was tlio elder companion of 
Fra Bartolommeo and Mariotto Albcrtinclli; in the atelier 
of Oosimo Rossellij and the master of Andrea del Sarto. 

The income-paper of his father; Lorenzo di PicrO; drawn 
up in 1480; enables us to correct Vasari’s chronology; and 
describes Piero as born in 1402; and as an assistant with- 
out })ay in the sho]) of Oosimo liosselli.- CosimO; having 
about this time been called to Rome by orders from Sixtus 
tlic Fourth; was accomi)anicd by Piero who helped him in 
the portraits and landscapes of liis frescos.** In February 
1485, Rossclli Iiad returned to Florence; and was in tlio 
employ of the nuns of B. Ambrogio with the future Fra 
BartolommcO; a mere child; as apprentice.*^ 

Tt is not imiirobablc that Piero was then chief journey- 
man to Oosimo;* for Vasari loads us to believe that the 
connection histcid till Rossclli’s death (150()); and PiorO; 
at all events, continued the art of his teacher.*'* He may 
tlicroforo bo considered as partner in the authorship of 
several altarpioces in B. Biurito at Florence; in whicli the 
stylos of Ghirlandaio and Filijipino arc mingled with tliat 
of Oosimo liossollV* in a Virgin and saints at S. Ambro- 


• Vas. Vn. llii and follg. 

“ lN)rtatn nl (Jatasfco, in 'i’av, nl- 
fal). ul). Hup. art. I’inro. Wo nro 
indol)tod to Hignor (Jactano. 
Milauesi for the following? in addi- 
tioJi roHpocting 1‘ioro’s family. 
Antonio begets Pioro, lUcro be- 
gets ijoreuzo Chiinonti, painter, 
b. 1-b‘lO, vegiatorod in Florcntino 
gdiid (diialandi, sor. VI. ub. sup. 
p. 180), and Jtaldo, registered in 
the same guild, in 1450 (ib. ib. ib.). 
Lorenzo begets JUcro (di Cosimo;, 
Giovanni b. 1404, Francesco b. 
1474, lUfi'aollo b. 1475, and I5as- 
tiano b. 1478, 

« Vas. y. 32, andVlI, 113. 


^ Heo, postoa, the documents in 
support of those slatomonts. 

^ Piero was one of those who 
gave opinions as to the place of 
Michael Angelo's David in 1503 
((ilaye, Gartc^ggio, II. 456). 

1. 8. 8i)irito. cliapel in 

the left transept. Virgin, child, 
and two angels between 88. Tho- 
mas and Peter (Fantossisi, Guida 
ub. sup. p. 687, catalogued ibis, in 
the school of the Ghirlandai). In 
the prodella are a Christ on the 
Mount, the Annunciation, and a 
Miracle. On the stop of the throne 
is the date: ‘‘MCGCCLXXXIPh 
% Same church. chapel, in 
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gio/ and in a Virgin and child at S. Agostino of Lucca; 
attributed to Zacchia.^ The last mentioned picture is in 
truth so like Piero’s own in raw tinge of red colour and 
in aspect of figures, that little doubt can ho entertained 
as to its genuineness. With regard to the period of exe- 
cution; as in respect of dates connected with the ac- 
tions and creations of Piero, the scantiest intelligence 
exists. So vague indeed is the prospect that a concrete 
shape can only be given' to Piero’s performances by re- 
gistering a number of them in succession, the sequence 
of which may be guessed at, according as the technical 
system points to mateidal progi’css or to the lapse of in- 
tervals of time. 

An important; though hitherto unnoticed production in 
a solitary church of the Casentino, may under these cir- 
cumstances repay attention. The subject is the Virgm 
and child enthroned in a landscape between the erect SS. 
Peter and Paul, and the kneeling Jerom and Francis. The 
place is the high altar of S. Pietro al Torreno near Fi- 
gline. Whilst on the one hand wo recognise i\u) influ- 
ence of Cosimo Rossclli’s atelier, and chiefly the system of 
Piero di* Cosimo in the general appearance of the panel, 
we are reminded on the other of Mariotto’s or Bartolom- 
meo’s early efforts hy the superior character of the S. 
Francis, and the light gay tone and spring-freshness of 
the landscape. It is possible that two hands should have 
been put on to hasten the completion of the piece, and 
that one of them should bo the future Dominican; ])os- 
sible also that Pioro di Oosimo did it unassisted, having 
already taken some distinct peculiarities from his younger 
school-companions. Be this as it may, the Madonna of 


left transoi)t^ Virgin and cliild 
■with two angols between Bar- 
tholomew and Nicholas of Bari, 
and two kneeling friars (accord- 
ing to FantoiSJsi, uh. sup. by A. 
Pollaiuolo), pale and dim in tone. 
8. Same church. 26’*^^ chapel, in 
left transept, Virgin, cliild, and 
two angels, between SS. Bartholo- 


mew and John EvnngoHut (maunor 
of Botticelli, says FantoKzi). On 
the step of the throne .a (Jruci- 
fixion. The two latter not so good 
as the first. 

^ See antoa, IL 621, note 4. The 
picture is in the sacristy. 

* See antoa, H. 621. 2. 
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S. Pietro al Torrcno is dryly and firmly touched in oil 
at one painting, with rawish low flesh-tones shadowed in 
opaque olive brown, and draperies of viti^ous and sharp 
tints. A Lconardosquo clement is observable in the air, 
and slender nock of the Virgin, and in the puffy forms 
of the infant. Without absolute lack of feeling, most of 
the saints are incorrectly drawn, short, bony, and not free 
from vulgarity. The drosses are double in stuff and over- 
laden with complicated folds. The author, according to 
local belief,, is llidolfo Ghirlandaio; but the stamp and 
handling arc loss his than those of Granacci, albeit the 
latter is more Michaelangclcsquo. What speaks most in 
favour of Piero di Oosimo, is the likeness between this 
and another Virgin amongst saints at the Uffizi,^ described 
by Vasari at the altar of the TedalJi in the SS. Annun- 
ziata do^ Servi. The Madonna on a pedestal looks up to 
the dove with a movement in the si)irit of Fra Bartolom- 
meo, and true to the principles of liigh art. S. John 
Evangelist erect on the left is a counterpart of the S. 
Peter at S. Pietro al Terreno. In each of the dramatis 
])orsonm, curl proportioix, heavy bone, and coarse ex- 
iromities are noticeable, and the colouring is abruptly 
contrasted and un-mollow. Tbe execution is related to 
Orcdi‘S, but has more roughness and strength, and a darker 
key of shadow. It would show that Piero tried to rival 
Credi in the onanud of his surface, without his patience 
and by the copious use of more liqtiid colours. Hence 
the crystalline or amber lucidity (ox. gr.) of the fine bust 
portrait at the Uffizi, recontly catalogued under l^ioro's 
name, whore the ruddy and smooth impasto is veiled with 
the thinnest sort of glaze, and recalls del Sarto, Pidolfo, and 
Granacci.^ Hence also tho polish of his Madonna amongst 
saints in tho sacinsty of tho innocenti at Floronce, one of 
his best altarpioccs, yet one in which his defects arc pro- 

^ Uffizi. No. 1260. Wood, oil. * irffissi. Corridor No. 86, Bust 
Tho Haiuts about tho Virgin aro of a wan in a black cap, throe 
Bhi. John Kvangolist, Philip (hoato), quarters to the loft, with a dark 
Antouino, and Be tor, Margaret dross and a white frill, 
and Cathorino knooling in front. 
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minent in combination witb a certain imitation or* rather 
exaggeration of the types of Filippino.^ We might follow 
this vein in Piero further; citing; at Florence; a small S. 
Catherine in the Lombardi Gallery;- a fragment of a 
Holy Family in the Pianciatichi collection;'^ and at the 
Louvre,'* a Coronation of the Virgin of more than usual 
feebleness. Piero, however, did not confine himself to 
holy subjects. He treated with evident pleasure such 
portions of classic fable as might enable him to display 
the study of animal life in natural or fantastic slia])cs; or 
that of recondite costume or ornament.''’* lie seldom neg- 
lected an occasion of exhibiting himself in this light, as 
in the lost predella of the Madonna at tlie Hervi, where 
S. Margaret was to be seen issuing from the belly of the 
serpent;® but he most frequently dealt with sucli tlienujH 
in the decoration of cars for festivals, in suites of rooms, 
in single panels, or in the accessories to mythological in- 
cidents,^ his model in this, as well as in tlio application 
of novelties in the manipulation of oils and mediums, being 
Leonardo da Vinci, whoso genius and versatility, wore 
envied by all his cotemporaries, and wlioso influence was 
so extraordinary that it is difficult to treat of any painter 
of his time without mentioning his name. 

Examples of this phase in Piero arc scarce; but his 
fancy is fairly illustrated in the Wedding of Perseus dis- 
turbed,® the Sacrifice to Jove for the safety of Andro- 


* Wood, oil, figures almost life 
size. Virgin and cliild enthroned 
between saints, jS. Rosa on her knees 
to the loft, offering roses to the 
infant, and S. Catherine, a carica- 
ture from Filippino, kneeling to 
the right. Six angels, witli garlands 
on thoir heads, kneel smiling at 
the sides of the Madonna. 2Vo 
others hold back the tapestry 
above her head. Distance, a fair 
landscape. Vas. VII. 121. 

* Wood, oil, small, and in goo^I 
preservation, 

® No. 44. Life size. Virgin, child 


and S. Joseph called Mariotto Al- 
bortinolli. Wood, oil, A piece 
wanting on the lcd‘t side. 

* Louvre. No. 29 1. Supposed to 
have boon in S. Friano at Flo- 
rence (Vas. VIL 121). FigurcH life 
size, in oil, on wood, 

5 Vas. VII. IIB. 

® Ib. ib. ib. 

Uh. ib. 117. 18. 10. 

® Uffizi, Corridor, No. 21, Per- 
seus is roprosented petrifying his 
enemies with the head of Medusa 
(wood, oil), 
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meda/ and tlio two rescues of Andromeda- in the Uflizi; 
in whicli the compositions arc rich in episodes and action, 
in strange dresses, panoplies, and other naturalistic details, 
hut whore also the figures are somewhat affected, paltry, 
and pinched. Nor is the technical handling constantly 
the same. Instead of colour in strata, of strong lucid 
iinpasto, instead of abruj)t contrasts of key, with firm 
lines of doinarcation in dresses, the tones arc all fused 
vaguely into each other, so that a gaudy and glossy mist 
overspreads the surfaces. The landscajics, however, re- 
nmin rich and precise in minutitc, as if by a Ferrareso, 
without atmosphere, though in harmony as regards tint 
with the rest of the' work. One might sui)posc that as 
Piero grew old he was tempted to follow in the footsteps 
of his own pupil Andrea del Sarto; and that his cloudi- 
ness of contours had its origin in that way. 

But his mythological pictures have not invariably the 
character of those wo have been considering. The Death 
of Procrls in the National Gallery'^ is free from exagge- 
ration of IWcy. It is a half tempera of low key in flcshtonc, 
done with ease, fairly soloct in forms, and chastened in 
drawing, su])orior in every respect to the Venus and 
Mars,'^ or to the earlier Meeting of Christ and the 
Baptist in the Gallery of Berlin.^' 

Vasari alone authorizes us to believe that Piero di Co- 
simo died in 1521.^ 


‘ UlTufii. (U)rri<lot, No. !28. Vas. 
Vll. no (wood, oil). 

* IFfH/ii. No. (V)rndi)r; and 
No. 1240. Van. VIL 111), wood, oil. 

’’ National Gallery. No, 608, from 
tho Lombardi collection. Wood, 
half tho iife sIko, 

^ Jierlm. Muaciim. No, 107,\Vood. 
Vas. Vll. 120. 

® Lorlin. Musonm. No. Oa.Wood, 
small. 

6 Vasari. VII. 123. Tho follow- 
ing’, noticed by Vasari, aro missing. 
Florence, S. Marco, novitiate; 


a Virgin erect with tho child in 
her arms, in oil (Vll. 114). E. Spi- 
rito, cappolla Giuo Gappoui; pa- 
nel, Visitation with HE. Nicholas 
and Anthony, the latter in spec- 
tacloH (ih. il). ib). Guavdaroba del 
llnca Oosimo, a marine monster 
(ib. ib, 119). Fiosolo. B. Fran- 
cesco. Ooucoption (il). ib. 121). 
Humohr speaks of a picture in tbo 
church inscribed; ‘‘lUoF di Gosi- 
mo, 1480” (Forsch. n.;J52), but tins 
also is not to bo found, especially 
as Uumohr does not give tho sub • 
joct, Florence. Casa Gio. Ves- 
pucci; Bacchanals (Vas. VII, 121). 
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In possession of Francesco da S. 
Gallo, a Portrait of Piero, and by 
Piero, a head of Cleopatra, a like- 
ness of Ginliano da Gallo, and 
another of Francesco Giamberti 
(ib. ib. 123). Richa assigns to Pie- 
ro de Cosimo the following: Flo- 
rence. S. Spirito. Cnppella Tor- 
rigiani. Assumption (Richa, Chieso 
IX. 20). Cappella Biiii. Transfigu- 


ration (ib. ib. 20). Cappella de’ 
Bettoni, Christ risen from the 
dead (ib. ib. 28). These three are 
by one hand, not by Piero di Cosimo, 
but by Pier Francesco di Sandro, 
named by Vas. (VIII. 201), a fol- 
lower of Ridolfo Ghirlandaio and 
Andrea del iSarto whoso painting 
is pale and washy; and whoso 
figures arc long, loan, and lifeless. 
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CHAPTER XIIL 

FlU BAE^rOLOMMEO DELLA POETA. 


Fra Bartolomiiioo, wlio was called Bartolommeo di 
Pagholo d(il FattorinO; before he joined the Dominican 
order, was apprentice to Oosimo Rossclli. His uncles, 
Jacopo and Giuwto di Jacopo settled in 1469 — 70 at 
Sufiiguano a villag(i near Floixmce, and lived there as 
agricxdtural labourers 5 his failun* Pagholo, pursuing tlio 
restless calling of a muleteer.* 

Towards the closo of 1478, Pagholo settled at Florence 
having saved- a small comi)otonce with which he bought 
a house and garden in S. PieP (Jattolino.*-^ 


^ Tlio.so facts arc mad« clear 
n*oiu the Portato al (hitanto of 
GiiiHto ill 1409 and 1487, from 
which, as well an from that of Pao- 
lo (1480—1), wo take the follow- 
ing^ gcuoaloj[yy, 

Piovo hojycts Jacopo. Jacopo, 
hy his Hooond wife Mar^arota, 
Ik 1499, bogots l^aolo, h, 1418, 
married to Andrea, b. 1448, died 
1187; and Giusto, b. MSJl; and 
JacoiK), b, 14JJ5, married Madda- 
lona, b. 1446. Raolo, nuilotcor, bo- 
Bartolommeo, b. 3476, 
died 1617: Pioro, afterwards a 
priest, b. 1477 ; Domenico, b. 1479, 
d. 1480; and Michele, b. 1480 (fa- 
voured by Signor Gaetano Mila- 
ncHi). Vasari is thoreforo wrong 
in stating that Fra Bartolommeo 
was born at Bavignano (VII. 171) 


in which place no trace of the fa- 
mily can bo discovered; and it is 
more likely that he was of Sufli- 
gnnno whore his nneles lived. 

^ Xu a “protocollo” drawn up by 
Ber Jacopo di Bartolommeo do’ 
CJamerotti (Archiv. gon, do’ con- 
tratti di Firenze (1477. 80) wo find 
the following: 

“Anno 1478. die octava Sopt, 
Andreas quondam Gabriollis Yi- 
chi, populi S. Petri in Selva do 
Oastiglia, pro sc atquo suis horo- 
dibuH dodit, vondidit, Paulo Jacobi 
I'^iori vocturali, populi sanotx fcli- 
cis in platoa emonti pro so atquo 
siiis he redibus, unam domnm cum 
palchis saliis, camoris, ethorto, pu- 
too, trogolo &o. positam Floren- 
tio in populo S. Petri in GattoUno, 
cum a prime via &;c. pro pretio ot no-* 
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The two mules, which had contributed to his fortune 
found a gentle repose in the stables of the now home, 
whilst their master improved his condition in the business 
of a carrier. 

Bartolommeo, who was to become celebrated in the 
annals of Florentine art was three years old when these 
events occurred, and in 1480, was the eldest of four 
children.^ No doubt the question speedily arose, what 
was to be done with the boys, particularly as Pagholo at 
the time was of an ago above threescore. Benedetto 
da Maiano the sculptor, who was consulted on this point, 
suggested that little Baceio, for so the name was shortened, 
should be bound to Oosimo Rossclli.^ The suggestion 


mine protii floreuor. anri centum 
tpiiiupi<igiut<a noveni ct medium 
unius floreni” (favoured by Gae- 
tano Milanesi). 

1 Arch, di Firenze, Fortate al 
Catasto del 1480—1. Quart, di 
S. Spirito, GoufaF, Forza 451. 

“Pagholo d’JacIiopo di Piero, 
abita iii detto (piartiere o gonla- 
lono. Non a avuta pii’i gravezza, 
ma pcrchi a comporato ])Gui poW) 
la do (luowta isevitta. 0 atteso 
audare co i muli, SuHlanzc. 
Una casa per mio abitaro po.sta 
iicl popolo di fci. Piero Gliattoliiii 
chon sua vochaboU c chonHni, die 
di\ prima via ‘/jj Nicholb di Gho- 
rardo Moiaio. 2". beni di »S. Ja- 
copo champo diorbolini, la ((ualo 
comperai da Amadio (read Andrea) 
do Glialiriello di Vi(dio per pro- 
glo di horiiii cento diKpuinta novo 
largliicioe fior.l.OOlarglii, carta per 
mano di vSor Jachopo di Hartolom- 
moo di Giovanni Oamorotti. Uno 
pozzo di terra vigiiata di staionc 
4 in circha, posta nol popolo di 
Santo Martino a Brozzi, coA S. 
Maria a Brozzi luogo diitto Prato- 
vecehio, chon sua vochaboU o con- 
fini, cho da prime cl piovano di 
Brozzi; 2° redo di Piero Erancoaco 
diVorzaia; S*’ lo monadic di S. 
Domenico; 4** ol prioro di S. l^a- 
gholo diFironze, la quale dionpo- 
rai da Domenico di Piero di Bene- 


detto da Brozzi por jirogio di lio- 
rini diciotio larglii, doii iior. 18 
lavglii-; carta por mano di Scr Ja- 
copo di Bartolommeo di (Uovanui 
Ohamevotti. Jtondo I’anno in parte 
vino barili 0. J)ua Mule disutili 
c vocchi di valuta (U iior, 10. 

Bocdio. l^igliolo Hopra detto 
d’ot{\ d’ami. 62. 

Moniia Andrea mia doinia d’ot<\ 
d^‘umi HL 

JUu’tolo'mmeo luio (igUuolo d’et^i 
d’anni 

Piero mio figliuolod’etjuPauiii 3. 

Domonieo mio ligliuolo (PeUt 
d’anni 2, 

Mich do mio fighudo d’otli 
d’amii 1. 

* Benedetto da Maiano died at 
Florence, agc<l 55, in 1407, leaving 
throe smiH and three daughter». 
Uoshiio UoHKelU wan ajipointed 
admiiiiHtmtov to lus pi'ojierty by 
the Magistrate do’ PupilIL AmeiigHt 
tlio property loft bcliind by Bene- 
detto, we laid the following lint of 
books, interesting bccauso it tolls 
ns what Utcratuvo artisU uHually 
eonsulted. The Bible, the Divinn 
Oommedia, the “Vangeli e Fio- 
rotti” of H, Francis, I/ivy, the 
ohrimido of Floreuee, the life of 
Alexander of Maeedon, Uvoh of 
the fathers, Boccacdo, H. Antonino, 
the book of Vices and Virtues, the 
“aovellluo” and “Lib rode’ Laudi“ 
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was favorably received and the child entered on his 
duties in 1484. 

Rosselli's occupation chiefly took him then to the 
convent of S. Ambi’ogio at Florence; and his assistant 
was the absent and eccentric Piero di Oosimo. Without 
being the best of Florentine artistS; his known integx'ity 
and respectability insured to him considerable practise; 
and his school atforded the same advantages to beginners 
as that of a greater man. To grind colours; sweep the 
workshop; and run errands; was the course which Baccio 
like others was obliged by custom to follow. 

Baccio’s honesty soon won him tlio full confidence of 
his superior; and ho was often the link of communication 
between Cosimo and the nuns of S. AmbrogiO; from 
whom ho received the pay of his master.^ Nor is it 
unlikely tliat early familiarity with convents and the 
solemn silence of churches was of influence in preparing 
his timid mind^ for the retirement into which he sub- 
sequently withdrew. Whilst his comrade;* Mariotto Albert- 
inelli; resorted to the garden of the Medici; in which the 
old sculptor Bcrtoldo proseryed but scant discipline; and 
where broken noses and black eyes were to be had 
without the asking, Baccio sought tho more carefully 
guarded stillness of the Carmine;'* and preferred Masaccio 
and Filippino to classic bas-reliefs and statues. Yet his 
amiable disposition did not repel the friendship of his 
school-fellows; and wo are assured that liaccio and Ma- 
riotto were ^^ono body and one souP^^ Whatever; in- 
deed; might have boon their dilfcrencc of humour and of 
character; tho two students- wore united to eacli other by 


(»oo Oosarc OuaHti’s Report of tlio Entrata o useita dal 1470 al 1485, 
Socioti\ Oolombaria for 1801, May p. 167. 

25*^ 1862, in Arcliiv. Stor. n. 1. ‘*1486. A OhoHimo dipintorc a 

Vol. IG. part 1«‘, p. 92. dl XVII di Maf^io tier, uuo larglio 

* 1 '‘1484—5. A (ihosimo dipintoro portb Bartolommeo <U Pagliolo del 
a dl Vnil di Fobraio iior. uno lur- Fattorino”. Ib. ib. ib, p. 171. 
gho .d’oro in oro; portb Bartolom- * “Aiiolico maiisueto”. Yhh. VIb 
moo die sta con osso Ini’*. Archiv. p. 152. 
di state di Flronaso (Oorp. rolig. * Vas. HI. 1G2. 
soppross.) Mon. di S. Ambrogio. ^ Vas. VII, 180. 
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of the age, he roused the fervor and the sneers of the 
multitude. 

Whilst Baccio admitted the truth of the principles ex- 
posed by Savonarola; Mariotto inveighed against the re- 
ligious orders in general; and the Dominicans in particu- 
lar.'^ But; in spite of this divergence; they remained on 
good termS; even after Baccio had become the devoted 
adherent of Savonarola. It was not; as some assert; the 
opinion of the latter that art should be forbidden alto- 
gether. On the contrary, he thought that its' exercise 
was a profitable occupation for monks; and he was am- 
bitious of introducing it as far as possible into his mo- 
nastery for purposes of revenue. His persuasion induced 
miniaturists, painters, and sculptors to join the Domini- 
cans — Fra Filippo Lapaccini (1492), Fra Benedetto (1495), 
Fra Eustachio (1496); Fra Agostino di Paolo, and Fra 
Ambrogio della Eobbia (1495) and he was wont to say 
that independence being better than mendicancy for an 
order claiming to preach the truth, it was but foresight 
to lay the foundations of a better financial condition.'* 
His own portrait was done in terra cotta, perhaps by 
Ambrogio della Eobbia,. in 1496, and is now in the hands 
of Signor Cristiano Banti at Florence; — a lifelike profile 
of the natural size, giving the marked features and es- 
pecially the hook nose and large skinny month of the tuonk 
with startling reality, showing liim with tlio air of a 
swooping eagle, though aged, and as if wearied by un- 
ceasing strife. But before sitting for this magnificent 
plastic specimen, Savonarola had already boon taken in 
a similar attitude, though in a more amiable and quiet 
mood, by Baccio.^ For many years tliis portrait was sup- 
posed to have perished. It had been sent in the first in- 
stance to FeiTara, and then brought back to Florence by 
Filippo di Averardo Salviati, who afterwards gaVo it to 


* Yas. VIL 182. 

*A Nativity in terra cotta by 
Ambrogio is still iu Spirito at 
Sienna, See the record in Mar- 
cLese (II. 206—7). 


® Marche «e ub, sup. L 882. 

* The Hfifo of Havojmrola in Hac- 
cio’s portrait is hiSH tluiu in the 
terra cotta of 1480. 
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the Dominican nuns of S. A'inconzo at Prato. The nuns 
kept, it until tho suppression of their convent in 1810; 
and after many accidents it was purchased by Signor 
Knnolao liubieri tho ])rcsont possessor J In this, tho ear- 
liest extant work of liaccio della Porta; the character and 
features of the Dominican are reproduced with a fidelity 
which prov(iw tho i)orfcct acquaintance of tho artist with 
tho friar. Tho readiness and decision; tho consciousness 
of power in tiui fac(^; its bilious complexion; exactly em- 
body what v/o know by description to have boon the as- 
pect and toitijxir of Savonarola. What it x’O veals .besides 
is Baccio’s cloannc^ss of contour; his able handling of 
materials; and force of modelling; with a moderate im- 
paste at one painting; but above all; the methods of Co- 
simo liosselli; in tlio low key and tho somewhat clouded 
transparence of oil-colour. Tho signilicant line: ^^Ilieronymi 
Ferrarxensis a Deo missi pi’ophetjc effigicB is a motto on 
tho panel expressive of Baccio's fanatical worship which 
it becaiiic prudent to conceal in tho days of Savonarola^s 
trial.^ Wlmii; in after years, and in the retirement of 
Pian di Mugnone, Fra Jiartolommoo again attempted to 
revive this ofligy,'* ho did so with a touch more xnasterly 
and grand than that; of his youth, allegorically represent- 
ing Savonarola in tho guise of Peter Martyr. Bixt, tho 
gain in skill which he then oxhibitod is compensated by 
loss of nature and rosomblance. 

Tlio groatnosB of Baccio della I’^orta, however, is not to 
bo sought in portraits, any mtxnbcr of which would fail 
to reveal tho expansion of his talents as a composer, a 


* Vas. VIX. 153; and aunot. ilii. 
Bignor Uubiori Uvob at Floronco. 

* Tho inscription has lately boon 
rocovorod from tmdor superposed 
painting. Boo “11 Kitratto (li Fra 
Girolamo”, 8‘». Flor. 1S55. Pam- 
phlet of 15 pages, by F. Uubiori, 
p. 9. The genuine portrait by (Uo- 
vanni dcdlo (ioruiolo at the Ufilzi, 
done after Bavouarola^s death, is 
inscribed: “Ilioronymus Forra- 

VOL. lu:. 


rionsis ord. Prod, prop beta vir(*‘>). 
ot martyr”. 

* Now No, 28. Balle dos potits 
Tableaux, in the Academy of Flo- 
renoo (rotind, wood, oil), originally 
in lUan di’ Mugnone. Tho flowh in 
parts is a little dirty, but there is 
a inarvolloxiB delicacy in it. Tho 
drawing is grandiose, tho forms 
given with extraordinary skill. 
The handling in oil recalls Sebas- 
tian del Piombo. 

28 
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draughtsman, or a colourist. Unfortunately, wo are witli- 
out examples of any other kind until 1498, the date of 
his Last Judgment in the Cometcry of S. Maria Nuova 
at Florence.^ But, the void may to some extent bo tilled 
by his drawings, many of which, including a i)ortiou of 
those made with a view to use in the fi-osco wo have 
named, are in the Uffizi. They ai’o all done carefully 
with a fine pen, with a socking after grace in llie move- 
ments recalling Filippino, but with a sTUicossful grasp of 
the various phases of life in motion. Ilis drapery, whe- 
ther in-flight or simply falling, is full ycit very nobly 
cast, at rare intervals festooned, but jiev('r betraying for- 
getfulness of the under forms. The heads, <if elliptic! shape, 
rest on slight long nocks, a rominlsconco (with lliii (!aHaal 
festooning in cloth) of Rossclli. The tendency t.o analyze 
in- Baccio goes hand in hand with th<! eflbrt to give! art 
at last its most dignified reality, and tlnsrc! ho goes 
shoulder to shoulder with Leonardo and Ihionarotli.''' If 
in Cosimo's atelier, this grand aim was hiss i’ej»re.sented 
than in that of Ghirlandaio and Viirroccliio, Michael An- 
gelo and da Vinci were not the less rovcti'ed llnire. The 
latter especially was looked u]t to (svcoi by the saturnine 
disposition of Piero di (.losimo; and ibutcio was obviously 
induced to share that rcvex'oncc, and stncly, as Vjisari 
says, “the things of Leonardo”.’* What tlios(! tbings wore, 
it is of little moment to imjuii'O. I'lnougli that Itaecio ob- 
tained from them something which stuck to him ovei 
after, introducing him to tins most nbstrust! niaxiins o; 
composition, lending high-brcid genthiJUfSH in air and at 
titudes to his iin])orsonation'», tcsaching him tint moden 
system of colouring of which da Vinci had improv(!d th 
technical use. 


J Vas. Vri. ISa. fi, an<l amiot. pioon at lanwa (inoo) was, If w 
ibi, where the records of payiiKintH imi not im’stniiiin, some tliiKi iiud( 
to JJacoio are given. Allicrtiiii, the naiiic of Idiouai’ild at tl 
Mom. 13. trra„i. 

* The drawing of tlio Eternal 
hv Fra Bartolointaoo, for an altav- 


Vas. VII. lOO. 
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We look almost vainly into tlie darkness of history to 
ascertain whether Leonardo might not have been person- 
ally instrumental in directing the yearning diligence of 
Baccio. Historians genei’ally have assumed that da Vinci 
entered the service of the Duke of Milan in 1483; and 
that he revisited Florence in’ 1500 only. But many pas- 
sages in Vasari are opposed to that assumption; leading 
us on tlie contrary to believe that Leonardo and. Baccio 
might have been in contact with each other in that inter- 
val. After tlio second exile of tlie Medici; in 1494; Sa- 
vonarola projected a now form of government for the re- 
jmblic; advocating a council of one thousand citizens; 
from which the supremo magistrates were to be elected 
by lot. No hall in Florence at the time was capable of 
containing so many. Savonarola therefore consulted Leo- 
nardo da Vinci; Michael AngelO; Giuliano da S. GallO; 
Baccio d'AgnolO; and Oronaca; as to the means of build- 
ing one; and those artists agreed to a plan which was 
])lacod in (Jronaca's haiids for execution about the middle 
of July 1495.^ We cannot; therefore; exclude the proba- 
bility of an acquaintance between della l^orta and da 
Vinci in that year. lk)th wore unawai'c tliat their ser- 
vices would be rciquirod later for tlie decoration of the 
now saloon; that the first would be asked to furnish an 
altai'picco whicli he should begin and leave unfinished ; 
that the second would bo rcquii'od to paint its walk; and 
should only draw the cartoon. 

liut for Savonarola; we should perhaps enjoy more of 
Della Portak earlier studies. The friar had said that 
nudities wore indecent; and many of his adherents cast 
the contents of their portfolios into the fire during the 
carnivals of 1497 and 149H. liut th.o first to obey this 
injunction; was Baccio.'’^ Ho had become a personal friend 
of Savonarola; and when the fatal day arrived in which 
the convent of S. Marco was stormed (May 23. 1498); ho 

1 Vasari, livoa of Oronaca, of | Vols. VIL 31, V, 1X1.123, and IX, 2^4. 
Leonardo, and Baccio d*A((uoJo. | * Van. VIL 153. 

28 * 
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was one of the besieged; and realized to his dismay the 
dangers of an armed conflict; and the prospect of a vio- 
lent death. He is said, to have made a vow that if ho 
survived; he would join the Dominicans.'^ Yet; shortly 
after the execution of Savonarola; he accci)ted from Gc- 
rozzo Dini an order for the Last Judgment in the cloister- 
cemetery of Sta. Maria Nuova at Florence; and he worked 
assiduously to finish it until October 1499.^ But then it 
is supposed that his conscience smote him for neglecting 
the promise he had made to heaven; and ho began to 
think of settling his temporal .alfairs preparatory to with- 
drawal from the woidd.^ 

All that we see incompletely in the drawings of BacciO; 
looks down upon us with increased force from the Last 
Judgment of S. Maria Nuova.‘‘ Within the compass of 
a few feet the culmination of efforts made at Florence 
during upwards of two centuries may bo soon; the soli- 
tary link between the successive performances of bygone 
times under GiottO; Orcagna; Masaccio, Fra Filippo, and 
Domenico Ghirlandaio, and those of tlic sixteenth century.^' 
The Last Judgment with its Loonardesque impress illus- 
trates not only the rise of della Porta, btit also the now 
phase inaugurated by Leonardo and Michael Angelo, af- 
fording a glimpse at an obscure interval in tlie history of 
Da Vinci himself. Comparing it with Kosselli^s miracle 
of the chalice at S. Ambrogio, wc measure the distance 
which separates Baccio from his master, and notice the 
transformation which ho underwent without altogether 
losing the bias of his first education. Wo see della Porta 
the worthy heir of the groat Florentines, the follower of 
Ghirlandaio, Masaccio, and Leonardo in their grandest 
qualities. 


1 Vas. VII. 164. 

* See antca, note to p. 434. 

» Vas, VII. 165. 

The aimcxocl outline pretends 
to no more than to show the posi^ 
tions of the figures, 

® It is the solo link between the 
old masters and Rapliael. If it 


were uuHHing, wo should nay that 
Saiwio and not della Torta con- 
tinned the groat art of (liotto and 
Uhirlandaio. Ktti)ha(d did nothing 
as important as the Last Judg- 
ment of H. Maria Nuova till ho 
undertook the fresco of Hevoro 
at X^orugia, 




liWI'iN J . 4 iriwt' hv il-tt ('iirtiili itiiinn, III i. Miinu Nii'ivii .it fi'lcirr'iu'i 
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The subject of the Last Judgment is not the oldest 
that was accepted by Christian painters; but wo have 
seen it pass through the hands of the Byzantines of S. 
Angelo in Formis at Capua, of the Siennese at the Campo 
Santo of Pisa; Giotto, Oi'cagna, and Angelico. Della 
Poi'ta renovated the old theme by a scientific distribution 
which owes much of its final development to da Vinci, 
and is called modern art since it was raised to sublimity 
in the Parnassus of Raphael. The space may be dis- 
soctod into blocks of various shapes, ovals, triangles, po- 
lygons, and arcs. The result of their combination is an 
'unity without interruption of lines, tbe ])rmcipal clement 
being the Greek cross. Above sits Christ in power and 
majesty, with charming chcxuibs about his glory, one 
peej)ing from behind his drapery; beneath him, the se- 
raph with the symbols of the Passion and Redemption, 
and on the foreground S. Michael, the executor of doom, 
dividing the wicked from the blest. As a make-weight 
to these, the ai)ostlcs are seated on clouds in a fine per- 
spective row at each side of the Messiah. The system 
of poise and counterpoise is carried out in the minutest 
j)articular; and with such success that the science in the 
conjunction of tlie parts is hidden by the harmony of the 
whole. A new ptndcction is given to form, a greater free- 
dom and nobleness to action, a more striking indivi- 
duality to faces nearer than of old to the standard 
of masculine beauty, a more select detail to extremities. 
Passion is rendered with simplicity and measure, eleva- 
tion, in the mien and regular face of the Redeemer, whoso 
gentleness reminds one of Da Vinci; in the air and con- 
verse of the apostles, in the gestures of the oloct and of 
the condemned. In the boy-angels the innocence of child- 
hood accompanies their flight and gambols, whilst those 
who sound the timmpets of the Judgment, have a spiught- 
linoss almost carried to excess when one considers the 
solemnity of their office. A broad cast of drapery cor- 
rectly defining and seeking the shape, and cleverly folded 
about tho feet, is also a distinguishing feature, The 
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general laws of perspective and foreshortening are very 
fairly applied; and judiciously combined with those of 
geometric division. But the study of Leonardo by 
della Porta is still more conspicuous in the sky and 
glory/ the vapour of which is created by an infinite di- 
versity in gradations of tints — the forms of the clouds 
contributing to the general effect by contrasts of colour 
as well as by variety of outline. But in the figures also 
the colour is warm, powerful; and well fused; and if oc- 
casionally sharp in the juxtaposition of lights and shadows 
in flesh; or of tones in drapery, the cause may bo fotind 
in difficulties attending fi’esco, which Della Porta only 
overcame later, and which Andrea del Sarto alone finally 
conquered. 

The wallpainting of S. Maria Nuova is the masterpiece 
of a man who almost succeeds in combining all the ex- 
cellence of his predecessors and cbtemporarics.^ Through 
the influence of Leonardo chiefly, ho raised the level of 
Italian art a step higher than it was before; and left 
nothing but the very last polish to bo givcm by Uaphaol. 
With Michael Angelo this combination had a slighter con- 
nexion, Buonarotti having more obviously favoured the 
style of the vehement Signorelli. But Fra Bartolommeo 
drew the great Florentiiio into tho compass of his view 
in a subsequent period of his career, and derived some- 
thing from him for tho enlargement of liis manner. 

In thus attributing to della Porta a rare merit., wo do 
not forget that the fresco of tho Last Judgment was com- 
pleted by Mariotto. But, it is as certain as anythitig can 
well be, that Albortinclli had no liarder task to j)orform 
than to fill up the lower outlines left unfinished by his 
partner, and add the portraits of the donors Gcrozzo Dini 
and his wife.^ We regrot only that tho ruin of the latter 
should prevent a direct comparison hotwocn tho two mon, 


^ And tills in spito of tlio clti- 
mage caused by time and other 
causes. 

* In q_uosto genero, says Vasari 


very truly, si puo fare poco pifi 
(Vas. VII. 155). 

» Vas. Vll. 155. 
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and that the portion left undone by Baccio should have 
been most seriously damaged by time and want of proper 
care.^ 

The resolution of Baccio della Porta to enter the Do- 
minican order; may have been hastened by domestic be- 
reavements. It is not unlikely tliat the loss of his young- 
est brother Michele and of his mother Andrea placed him 
in a melancholy frame of mind favorable to suggestions 
of monastic retirement. The only surviving member of 
the family at Florence was his brother Piero whoso lot 
ho proposed to benefit by surrendering the whole of the 
paternal succession. One momenf s hesitation might have 
boon caused by the question who was to be trusted with 
the guardianship of Piero. That; however; was soon de- 
cided by Santi Pagnini the Dominican who expressed his 
willingness to act in this capacity; and the last scruples 
of the painter, being thus removed; he took the first vows 
in S. Domenico of Pluto on the of July 1500; and 
after a year’s probation; professed under the name of Fra 


' The fresco is twelve foot 
H(jtiarc, fircliod seini-circularly at 
tlio top. 'riic'.rc nro many parts 
scaled, ox. gr. the slionldor of tho 
apoHtlo, on tho oxtronio loft, a 
piooo of tho Virgin’s veil, tho low- 
er edge of tho Jtodoomor’rt mantle, 
tlio right Hhouldor- of tho friar 
looking down to tho right of tho 
Saviour, justly described by Eathor 
Marchoso as tho portrait of Ange- 
lico (it is that engraved by Vasari; 
and thoroforo tlio hisioriau’s me- 
mory failed him when ho spoke of 
Era Giovanni as being below 
amongst the “boati”, Vol. VII. 
155); tbo arm of n figure loft from 
tho archangel; tho torso of tho 
latter; tho head of tho undo tour- 
ing his face; that of a man sitting 
in tho right foreground, and gono- 
rally the whole of tho lower border 
of the picttiro. Other portions arc 
rubbed and discoloured; tho por- 
traits of Dini and his wife arc lost. 


Tho fresco has boon sawn from 
tho wall and placed in the court, 
near tho hospital; a great want of 
foresight; becauso the dam]) now 
rises into the lime from tho 
ground. 'I’lio roofing, erected since 
the transfer, is an insufficient 
protection especially in winter 
wlion the room was frequently 
used as a greenhouse. The fresco 
is decaying every day; and tho in- 
touaco of th(» figure with tlie book, 
left, is bulging and will soon drop. 
We advocate change to another 
locality, a siioody gathering to- 
gether of the drawings used for 
its execution, and a series of pho- 
tographs of the remains. Finally, 
tho wliolc should ho copied by an 
able and competent hand, well 
versed in tho history and t'ochnica 
of the old soliools, such as Raf- 
facllo Bonaiuti who dosorvos tho 
thanks and esteem of ourselves 
and all lovers of art. 
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Bartolommeo.^ He never got further than to dtacon's 
orders, nor was it intended perhaps that he should do so.^ 
For some time he was allowed to lead a contemplative 
and inactive life; but in his coll of S. Marco at Florence 
the busy hum of the external world did not fail to reach 
him. Mariotto, whose grief at his voluntary seclusion 
was evidently sincere, occasionally came, and no doxibt 
retailed the gossip of artistic circles. The Fra w^as thus 
made acquainted with the tremendous competition of Mi- 
chael Angelo and da Vinci, and was informed of the 
coming of Raphael. His own fame had not heen buried 
under the frock, and wm conceive it possible that Hanzio, 
finding Buonarotti and Leonardo too much engaged or too 
high in station to busy themselves about the fortune of 
a youth, sought out the monk in his solitude and courted 
his friendship; His inclination for Fra Bartolommeo would 
be great in proportion to his adnepration for such a grand 
prodixction as the Last tludgmont of S. Maria Nuova, a 
fresco embodying all the principles of high art which 
Raphael had as yet to master; and the friar’s partiality 
for da Vinci’s system of composition and method of co- 
louring would act as an incentive in Raphael to make 
them his own. 

But in Fra Bartolommeo himself, the thoughts of an 
altered condition, the remembrance of Savonarola, and the 
duties of religion necessarily had a tendency to chasten 
and to soften his spirit. It was no longer open to him 
to follow impulses natural to a lay artist. Nor did ho 
feel any desire apparently to issue from a sort of dreamy 
enjoyment of his new life. But, if ho did, ho concealed 
the struggle and, casting about for models, he might ad- 
mire in- Fra Giovanni whoso masterpieces filled every cell 
in S. Marco, an excessive purity and fervor; in Perugino 
and in Raphael, a tenderness and calmness of meditation 
equally attractive boeauso now and more witbin his X'oach 
than the intensely religious mysticism of Angelico. He 

^ Marclioso, Mom. xib. snp.IL 27. 1 * Marchoso xib. «ui>. Doc, IX. II, 

8, and 369, Vas.VII. 164 | 360. ‘^Erat autem diacpmxs”* 
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touipcrcd in this \YisC; as wc shall scO; the -weight of his 
Florentine style with the gentleness of the Umbrian; giv- 
ing in exchange the science which he had learnt either 
directly or indirectly from Leonardo. Perspective; wc 
are told; he learnt from Raphael. Perhaps he then re- 
ceived lessons in the abtriiser problems familiar to the 
ateliers of Verrocchio and Perugino; but he had already 
applied moi*e general rules in the fresco of the Last 
Judgment with the same success as Raphael himself in 
the later Roman pciiod. 

How long Fra Bartolommeo pondered before he openly 
confessed a wish to resume his old occupations; cannot 
be established with any certain ty4 He was troubled with 
qualms as to the prospects of his brother; for whom ho 
had to choose a guardian instead of Santi Pagnini; elected 
in 150() prior of Santo Spirito at Sienna. He desired to 
see Piero engaged in a business of some kind *, and wanted 
him to loaim painting. But he felt disinclined to bo him- 
self the teacher; and preferred to vest that duty in Ma- 
riotto. He therefore signed a deed (January 1. 1506 n.s.) 
by which his brother became the ward of Albortinclli for 
a term of six years.'-* lie had scarcely taken this stop; 
when ho returned to his own easel; whilst Piero, too old 
to learn a profession, rendered all pi'cvious foresight nu- 
gatory by entering the priesthood.'^ 

From that timc; Fra Bartolommeo ceased to think of 
anything else but the pencil; and was acknowledged as 
the head of the workshop belonging to S. Marco. With 
tho orders for pictures he had nothing to do, still less 
with tho remuneration; in which the entire community had 
an interest/ Helping hands there wore in sufficient num- 
bers ; and so he laboured for the sake of a namO; and for 
tho profit of his brothron, with one distinction only, that 
of dispensation from attendance in the choir.® 

® Soo the genealogy, antoa, p. 427. 
in Marchose, mom. iih. 

sup. II. 61. 
s Ib. ib, il). 


* Vasari says: **four years spent 
in 8. Marco’’ (VIL 167), ergo till 
circa 1606. 

• The deed in full is in Father 
Marchesc, pp, .^67 and foil. 
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Amongst the early fruits of his new activity wo may' 
class a little treasure of the Uffizi collection; the shutters 
of Donatello^s relief-triptych of the Madonna; ordered ac- 
cording to Vasari by Piero del PugliesO; and considered 
a gem by the Duke Cosimo.^ Inside; the Nativity and 
Circumcision; outside; the Virgin and the angel annun- 
ciate; in monochrome. Nothing more exquisite than this 
miniature had; as far as we knoW; issued from the hands 
of Fra Bartolommeo. In the Nativity; the child is adored 
by the kneeling Virgin; whose two attendant angels stand 
in converse; S. Joseph to the right resting against a pack- 
saddle; the scene; a landscape of minute touch and gay 
clear toneS; after tlic fashion of the Fcrrai’cso or Flemings; 
with slightly leaved trees recalling those of Raphaers 
Florentine period. In the spacing and grouping; which 
are well managed; the figures are connected with great 
judgment, and impressed with the necessary individuality. 
The favourite ellipse of Baccio is visible in the Virgiifs. 
head in conjunction with a thin shaj)0 and extremities; 
the form, in her as well as in the angels, rcniiniscont of 
Rossclll; whilst the pretty smiling child lias more the air 
of those by Sanzio; S. Joseph of a masculine cast and 
broadly draped. The Circumcision is the exact counter- 
part of the Nativity as to style and execution; the An- 
nunciation, a notable instance of the paintcFs feeling for 
the elegance in angels which is to bo found in the now 
art of Florence at the rise of the sixteenth century. The 
colour, softly fused and well modelled, with good con- 
trasts of light and shade, discloses a diflbroiit technical 
process from that of Rossolli, but the same comparative 
absence of glazes and similar methods generally to those 
in the Vision of S. Bernard at the Academy of Arts in 
Florence.'-* 


^ “Non 0 possibile a olio poter 
far moglio”. Vas. VII- 161. Those 
shutters are now No. 1101, at the 
Uffizi. 

* A Nativity (wood, oil) of small 
compass, No. 23, in the Kaspoiii 


colloction, at Havenna, stands 
under the name of Uai)haol, At 
first si|yht, one feels inclined to 
ascribe it to a Ferrareso imitating 
Fra Bartolommeo. Hut on closer 
examination, and sooiug that the 
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The first glance at this composition, which was de- 
livered in the spring of 1507, suggests a doubt as to 
whether it was ever finished, so raw is the impasto.^ Pro- 
longed examination shows that this appearance is due to 
flaying and restoring. But, however ill-calculated its pre- 
sent condition may be to please the eye, the distribution 
is such as to retrieve in part even th«at deficiency, and 
to excite the highest admiration ; whilst the damage done 
to the surface lays bare the secrets of Fra Bartolommeo's 
palet. They are evidently the same as those of da Vinci 
in the portraits at the Ambrosiana, the flesh being 
rubbed in and modelled with bi'own earth, and then 
brought up to a cheerful general key of a fluid semi- 
transparcncc. After this, the half-tones and shadows were 
scumbled to a bluish grey with more or less depth, ac- 
cording to the darkness required, and llic lights wore 
touched on. in a broad mass over all, the whole being 
united at last by glazes of the thinnest texture, which 
liavc now in a great measure disappeared. This was the 
system of handling which owed its origin and progress to 
da Vinci, who carried it to porfection in the Mona Lisa ; 
— tlio system which Fra Bartolommeo improved as lie 
grevv oId(‘.r, and which Andrea del Sarto at last tho- 
roughly mulcrstood. It was the novel one wliich Vasari 
describes as having surpassed that of Francia and Peru- 
gino, when practised by Leonardo, (Horgiono, the Fra, 
and Raphael.'-^ It is, however, but a variety of Porugi- 
no’s method of strata, with the inevitable rawness pro- 

lan(lHcai)os of tlio triptych KhnUorH rapliH. She holdn the infant in her 
at the irfn^i have somothing^ of anus; and ho ^^ives tlio hlesHinj:^. 
the Kamo pooiilianty, which is alHo fcj. 11. kuoelH at a dcHk in tho 
romai-kahio in tho Vision of middle of the forc^jround, BS. 
Jiornard at the Academy, one Benedict and John Lvaufyclist ho- 
niay class it amongst the works of hind him. Left of the desk is a 
Fra Bartolommeo at tho period wc little arched picture of tho Crucl- 
aro now considering. lixion botweon two saints. Tho 

blue mantle, falling from the Vir- 

* No. 60. (Valerio (los grands gin’s head, is renewed, as arc tho 
Tableaux, Floronco Academy of head and mantle of tho Benedict, 
arts (Vas. VIL 167). Tho Virgin tho head and red cloak of tho Ev- 
appoars on a cloud supported by angoliKt. 
ohorubH, with boy angels and so- * Vas. Ml. 0-“7, 
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duced by their overlapping, when thin glazes do not cover 
the edges ; and with casual opacity where repeated labour 
has been required to soften the occasional abruptness of 
the superpositions. The same principles in Credi and 
Piero di Cosimo only yielded less favourable fruits, be- 
cause their talent was not of the highest class. 

No picture more fully embodies the idea evolved in Fra 
Bartolommeo’s Vision of S. Bernai’d than that of Filip- 
pino Lippi, whose slender mould of shape is preserved 
by the Dominican ; but wo recognize at once the progress 
of art in the lattei', by the superiority of his tact in con- 
ception and distribution. The Apparition of the Virgin, 
wafted through the air on the clouds, sup])ortod by che- 
rubim, is imposing by the majesty of its ensemble as well 
as by the grace and elegance of its parts. There is mo- 
tion in the forms, in the drapery, in the I’olling mist. The 
confidence of love in the angel on whoso shoulder the 
Virgin steps, as he guides her foot with his hand, tlio i)Iay- 
fulness of the peeping boy, are charming. Brisknfiss and 
sprightlinoss in the attendant seraphs are perl laps car- 
ried to excess, reminding one still of Rossclli. But Ra- 
phael did not compose bettor. . The typos alone arc not 
so pure and fresh as those of Sanzio; for though Fra 
Bartolommeo tried to give them an aspect of chastonoss 
and supremo bounty, ho did not’ thorouglily succeed, from 
lack of that delicate fibre which discerns the vory finest 
shades of sentiment, and also mainly becauso ho was the 
follower of an analyst who sought the ideal scientifically 
and irrespective of impulse, and could not with all his 
subtlety produce what in Raphael is the result of feeling, 
without mental effort. 

Opposite to the Virgin, but looking up from his bookT 
as she appears in the sky, and accompanied by S. Bene- 
dict and S. John the Evangelist, kneels the ascetic S. 
Bernard in extasy, nobly surprised, and well- sot off by a 
long train of drapery. A summer-twilight of evening is 
on a gay and smRing landscape recoding from hill to 
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hill; enlivened with horsemen near a city; and closing on 
the horizon. 

In this; as well as in the arrangement and execution 
of the, picture generally; Fra Bartolommeo was not in- 
debted to Leonardo only; but perhaps also to Perugino 
whose meditative tenderness and gifts as a colourist were 
calculated to alter the masculine and solid nature of the 
monk's art; at a moment when convent discipline; the so- 
lemn spirit of religion and past example might tend to 
soften his character. It was the more easy for him to 
surrender himself to such influences if Raphael stood by 
to give them weight; and we can fancy the style of 
the Fra being impressed in this way by creations like 
Vannucci's Picta of S. Chiara. 

But if; in the Vision of S. Bernard; Fra Bartolommeo 
reveals this inward struggle; another masterpiece of the 
same period also shows how successfully ho could instil 
into his woi'k the religious pathoS; if not the absolute 
purity; of Fra Giovanni. In a lunette above the door 
leading into the refectory of S. MarcO; ho represented 
the Meeting of Christ and the apostles at Emmaus; and 
courting direct comparison with AngclicO; he gained un- 
usual sweetness and dignified repose. Refining upon the 
theory of colour applied in the Last Judgment of S. Ma- 
ria FfuovU; he obtained a richness of tone in fresco re- 
producing nature in its best and most favoured appear- 
ance; a form with scarce a blemish; features both select 
and breathing, movements elastic and ready, and drapery 
of the finest cast."^ 

In the meantime; Bernardo del Bianco who had ordered 
the Vision of S. Bernard for the Badia of Florence, be- 
gan haggling about its price. Fra Bartolommeo declared 

* Much froshuoss lias been taken (VII. 109), that one of the saints 
from the wall painting which is was a Ukouoss of Era Niccolh clolla 
also ill lighted. Some fragments Magna, and it is proved that this 
of lime have dropped from the hair Dominican was prior of the con- 
of the Saviour and the forehead of vent in 1506— lo07, leaving Flo-* 
the central saint. The ground also ronce in the latter year for Jiomo, 
is injured. As it was a tradition the date of the piece is approxi* 
at o. Marco, repeated ^hy Vasari mativoly doduooif. 
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it to be worth 200 ducats. Bernardo offered eighty. 
Hence great excitement in the Dominican community. 
Both parties agreed to accept the arbitration of the abbot 
of the Badia, who withdrew from his officC; because ho 
could not bring Bernardo to terms. Mariotto Albortinelli; 
Lorenzo di Credi, and others .tried in vain to moderate 
between the angry disputants; and a suggestion was made 
at last that the question should bo deferred to the guild 
of the ^^Speziali’^ But the Dominicans objected to sub- 
mit their grievances to a lay tribunal, and only consented 
after some delay to accept Francesco Magalotti, Bernardo’s 
relative, as umpire. By his mediation, the })ric*o was fixed 
at 100 ducats; and a very protracted quarrel was thus 
brought to an end on the of June 1507.’ 

The annals of S. Marco at this time contain evidence 
of a close connection and a constant intercourse between 
the Dominicans of Florence and those of Vonicc^.'-^ Fre- 
quent journeys were undertaken by members of the Flor- 
entine community to the convents of tlu^ sister republic, 
and Fra Bartolommeo took advantage of one of these 
opportunities to visit Venice in the spring of 1508, Fail- 
ing health might urge him to take this trij); a desire for 
change of air and scene, or a wish to study the master- 
pieces of a school justly celebrated throughout Italy, lie 
might have heard from Baccio di Montelupo, an exilo 
since the persecution of Savonarola, how marvellously 
proficient the Venetians had become as colourists; or the 
monks who travelled occasionally between the two places, 
had discoursed to him of the wealth and splendour of 
the city of canals. It was perhaps his intention, and that 
of the syndic who accompaniod him, to engage a joxirnoy- 
man fo.r the atelier at S. Marco, When the Fra found 
himself at Venice, in April 1508, he was met by Baccio 
di Montelupo, guided by whose expcricnco lie saw the 
rarest sights, and admired the works that filled the pa- 

* The record, with full particix- * Ex. gr. in the record just 
lars of this arbitration, i« in Mar- quoted, 
chose, II. pp, 300— 3. 
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laces and churches. Yet, such was the known pre- 
eminence of the Florentines as painters ; even on the- 
Adriatic, that when Fra Bartolommeo came to the mo- 
nastery of S. Pietro Martirc at Murano, he was asked by 
the vicar Bartolommeo Dalzano to give him for a reason- 
able price a specimen of his skill, and he was obliged to 
promise a canvass of the value of 70 to 100 ducatsV But 
his time was so amply filled by occupations of various 
kinds during his stay, that he postponed the execution 
till he returned to Florence, bringing with him an ad- 
vance of 28 ducats in money and colours, and a prospect 
of payment for the remainder out of a sum to be raised 
by the sale of MS. letters from S. Catherine of Sienna 
licld by a friend of Father Dalzano in Tuscany. 

Fra Bartolommco^s first care on resuming his duties in 
S. Marco was to reorganize the atelier and introduce new 
elements into it. However unwilling the Dominicans might 
bo to acknowledge that their own order w™ unable to 
l)rovide the necessary assistance, they tacitly admitted it 
by allowing the Frato to take Mariotlo Albcrtinolli into 
l)artnership. There was nothing new in the employment 
of a layman in a monastic workshop; for Benozzo Goz- 
zoli had boon holpmato to Angelico, but there is no other 
instance of an association like that into which Alboi'ti- 
nolli entered with the convent of S. Marco. It seems to 
have been agreed tliat the syndic sliould provide for all 
cuiTont cxj)enses, and that the not profits sliould bo di- 
vided with Mariotto.'-^ We shall presently see that a 
subdivision of interests also existed. Some pictures were 
finisbed in the essential parts by Fra Bartolommeo, others 
were more exclusively Mainotto’s, othei's again were the 
fruit of their labour with additional aid; and there 


* In tho record of this trans- 
action botwoou tho convents of 
S. l^ietro at Vonico and S. Marco 
at Florence fin Marchesc II. 52 
and 868) tho facts in tho text aro 
authenticated. 


* Tho partnership commenced 
in 1509, tho inventory of tlio divi- 
sion of profits, in 1612, Htatinf:^ that 
the association had lasted about 
three years, fc^eo tlio inventory in 
Marchese, II. 144. 
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was a monogram to distinguish all but the paintings of 
the first class. 

The commission which first occupied Fra Bartolommeo 
after the reorganization was that which he had accepted 
from Father Dalzano; the subject of which is simply the 
Eternal in heaven; attended by cherubs and seraphS; and 
worshipped from below by S. Mary Magdalen and S. Ca- 
therine of Sienna. In this most admirable production for 
feeling as well as form; a special attractiveness is created 
by colouring redolent of Venetian richness and brilliancy; 
and by atmosphere successfully attained in gradations of 
landscape-tintS; and by chiaroscuro after the method of 
Da Vinci in the Mona Lisa; or of Raphael in the. por- 
trait of Leo the Tenth.^ Without being free from occa- 
sional rawness in the flesh; the picture exhibits increased 
knowledge of the use and value of glazes in the figures 
and distance. The saints almost touch the ground; but 
the sense of their elevation above the rank of mortals is 
conveyed by their kneeling on light clouds rolling above 
the ground on cherubs' heads. The Magdalcii; with eyes 
cast down; has the beauty of the penitent. The S. Ca- 
therine is more austerely elegant; and shows suiiromo 
longing in her upward gaze; but there is loss distinction 
in the shape and air of the Eternal in benediction; and 
the angels about him; with their crowns ; garlands of 
flowerS; and strings of pearls; if select in form and true 
in movement; are a little hard in colour; from winch wo 
gather that Mariotto had a share in carrying out the 
arched glory. 

Advice having boon sent to Venice that the canvass 
was ready for delivery; the monks of S. Pietro waited 
some time before they replied. They despatched two 
friars to negotiate; who loft Florence* without coming to 
terms ; and they paid no attention to a protest issued by 
the convent of S. Marco in January 1511. In the end; 

^ Ne mono di oostui (Giorgiouo), lori, Fra Bartolomnioo di fcj. 
diodo alle suo pitturc forza, ri- Marco”. Van. VII. 7, 
lievo, dolcezza o grazia no’ oo- 
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Fra Bartolommeo remained in possession of the j^iece at 
the dissolution of his partnership with Albertinelli; and 
is supposed to have presented it to the prior Santi Pa- 
gnini.^ It now hangs on an altar to the left of the por- 
tal in S. Romano of Lucca, vying with a Madonna of the 
same year and by the same hand in a neighbouring 
church.^ 

In the chapel of the sanctuary at S. Martino of Lucca, 
an old and time-honoured subject is invested with new 
interest. Two angels suspend the crown and veil above 
the Virgin’s head, their frame and wings detached with 
delicate shades of tint from the lighter tone of the sky. 
The Virgin herself wears the mantle about her head and 
holds the infant on her knee, a lovely little being full of 
fresh life, joyfully looking out as the angel on the step, 
with upturned glance, feeds his ear with the harmony of 
a little viol. By the two pillars which confine the space, 
S. John the Baptist and S. Stephen are relieved in light 
on the darkness of the ground;— a noble picture this, 
full of gentle elegance, Leonardesquo in science and in 
execution, and graced with the prettiest finesses of the 
brush, bathed in a warm and airy vapour, and firm of 
outline and touch. 

We see in this and in the canvass of S. Romano with 
what cheerful activity Fra Bartolommeo had taken to 
work in company with his old friend Mariotto. But the 
fertility of the year 1500 was not exhausted here. It 
probably yielded two more examples, the Virgin and 
child between four saints in S. Marco at Florence, so 
grand in its day as to have been taken by Pietro da 
Cortona for a Raphael,^ atul the small Virgin, children, and 
S. Joseph, now belonging to Earl Cowper at Panshangcr. 


^ Marchoso, ub. sup. II, 246 
and 868. Sec also Vas, VIL 166. 
The following may be road on tlio 
left side of the fore^yround: ^‘Orato 
p. pictoro 1609”. The drawing for 
the Eternal, an exquisite thing, is 
in the XTffiisi under the name of 
Leonardo. 

von. III. 


* Van. VIL 164. Tlio picture (in 
oil, on wood) Is signed on the step 
occupied by tho angel: “1509. 
EHs barthoi. Eloroutini opus 1600 
or’«. prodienfcor”. Tho figurcH are 
under life sliso. 

3 Vas. VIL 160; Marchoso IL 76 
and 807 (wood, oil, figuroH life 

. 29 
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Such a gem as this Holy Family is alone worthy of a 
pilgrimage, representing at once the skill of the Frate, 
Leonardo’s maxims of composition and moulds of face, 
and Raphael’s feeling. The eye is fixed at once on the 
prominent brightness of the flesh in tlie Virgin and Christ. 
The lines are most skilfully concentrated into a pyramid, 
and affectionate fondness beams in the features and ex- 
pression of the mother in whose eye a smile of delight 
is lurking. S. Joseph smiles outright, and is also reminis- 
cent of da Vinci. The infant Christ, in thought, all but 
lives and breathes. Ho takes the cross from the little 
Baptist, whose action is somewhat hard and strained. 
One can fancy Fra Bartolommeo sitting before this panel, 
playing like a master with the innovations in the toch- 
nica of his art. One perceives how ho rubbed in the 
shadows and mezzo-tints, and added the different strata 
of colour over each other like sheets of tinted crystal, a 
cool spot in the light hero and there tempering its mo- 
notone, a dark one varying that of the shadow, the 
brightest parts of solid impasto and of a warm yellow, 
the darker ones of a greenish grey, and so usually trans- 
parent that the drawing appears beneath, except in places 
where a dab or a sctimblc with the finger strengthens the 
texture. When tho first preparation rc<piirod no altera- 
tion, it was left untouched, because, though such bits might 
look a little raw on close examination, they kept their 
harmony at ft distance of a few paces. Finish was ob- 
tained at last by subtle glazings, the subsequent abrasion 
of which may account for occasional coldness. 

Although Fra Bartolommeo and Mariotto wore associ- 
ates when this Holy Family was done, its completion was 
duo almost entirely to the former, and fell to his share 
on the division of profits in 1512.* The pm'chasor was 


size). Tlio colour blackonod liy 
time and iujnred byrostoring. Tho 
cliaraotor of tho whole is Ka- 
phaohisquo in its gentloncHS. Tim 
l)iotnro was given by tho monks, in 


1634, to Oio. Maria Houintondi for 
his ohapol ill H. Marco. 

' If tho Imiiii of Mariotto he 
sought in any part, it might be 
found in tlu! lanilHoaiK! to the 
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probably Filippo di Averardo Salviati; one of whose re- 
lations afterwards placed the following memorandum on 
the back of the panel : Fra Barto^ di S. Marco oggi 

df*’ . . ^ Ant.® Salviati.^^ 

Dui'ing 1510 the labours of Fra Bartolommeo were 
neither less important nor less numerous than those of 
the previous year. His time was chiefly spent on an or- 
der from Giuliano da Gagliano, from whom large advances 
were received in November;^ but the most honoi’able 
commission conflded to him was that of the altarpiecc, 
once undertaken and never begun by Filippino Lippi; for 
the hall of the great council at Florence.^ Yet; we must 
suppose that some difficulties arose as to pi’icc; because 
after the figures had been sketched; the panel was put 
aside and left for future consideration. 

In 1511; the last touches had been given to a small 
round of the Nativity, a Christ carrying his cross, a Vir- 
gin annunciate, sold to the Gonfaloniero of Florence, a 
subject sent to the Carthusians of Pavia, another sold to 
an English dealer, and a Marriage of S. Catherine^'; 
of all which only one is extant.^ According to Vasari 


right where the Flight into Egypt 
is depicted, the treatnioiit and 
local tone hoing like tliosc in Al- 
hortinolli’s Virgin and >SHiuts at 
the Louvre. The parts whore Fra 
Bartolommeo allows the ground to 
appear, arc iir the Virgin’s tunic, 
in the flesh shadows of the hands 
of the Virgin and Baptist, and in 
the veil oti the right leg of the 
latter. The panel is foot 5 by 4 
foot 8 inches. It is rcciordcd, if we 
rightly judge of the matter, iii the 
memorandum of division hotweon 
Mariotto and the Fra (Marcheso 
IL 144), hut see also Vas. VJl. 151. 

* Marchese II. 09 and 144. I'hc 
picture not to ho found at prosont. 
The last payment was in January 
1512. 

*1610. Nov.26^^ Loeatio tabulo 
Consilii Maioris, Item dioti do- 
mini . . doliberavorunt &c. <ptod 


Tabula altaris saIo 3 magne 3 Consilii 
Majoris (pic tuorat in vita olimFi- 
Hppi fratris Filip])! pictoris (soo 
11. Filippino and Vasari IX. note 
to p. 224) cidcin Filippo ad ipsam 
doi)ingcndam locaia (pio propter 
Hubsocpiontcm mortem depingi per 
cum noil potuit; dotur ot locotur 
ad ii)Sam depingondam ot facion- 
dam fratrxBartholomoo pictori qni 
ost in convoutu ot Ecclosia Sancti 
marci do Ilorcntia ord. pred. S. 
DomS CO modo et forma ot cum 
eisdom couditlonibus et pactis ot 
morcedo cum qua, quo ot quihus et 
prout ipsa fuorat per prius locata 
dicto Filippo fratris Filippi. Arch, 
di Firenze, Protocollo delleDolihe- 
razione de’ Signori o Oollogi dal 
1608 al 1511. Bimostro di Nov. c 
Dec. 1510 (UJ pages). 

® Bee the memoranda MS. of the 
Syndic of B. Marco, and the deed 
of division drawn up by Mariotto, 

29 * 
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the Marriage of S. Catherine was exhibited for several 
months in H. Marco, and was afterwards forwarded 
to the king of FranceJ The real facts are these. In 
1512, Jacques Hurault, bishop of Autun, was envoy of 
Louis the Twelfth at Florence. The Florentine govern- 
ment, desirous of securing his favour, found an ingenious 
mode of doing so by the gift of Fra Bartolommeo’s pic- 
ture which was bought from S. Marco for ;K.)0 ducats. 
Hurault took the present with him, and left it to the ca- 
thedral of his diocese at Autun, from whence it passed 
at the revolution to the Louvre. The friar’s signature 
and the date of 1511 are on the Virgin's throne.*-^ 

With this masterpiece we enter upon a new phase in 
Fra Bartolommeo’s career; and wo find him partly resign 
the tender, the kindly, and the meditative for a broader 
style more natural to his spirit and education. 

The background is a semidome with advancing pillars 
and a bold cornice, in the centre of which the Virgin 
sits on a pedestal and rests her feet on a stool. Her 
right hand is on the head of Christ, who stands .at her 
knee with one leg on the stool, and, as ho turns, giving 
the ring to the kneeling S- Catherine of Hionna. This 
charming idea, rendered with Ijoonardescino elegance of 
lines, conveys a sense of groat aifoction and veneration 
towards Christ on the part of his mother; not so much, 
however, by chosen type as by movements the softness 
of which emulates those of Kaphaors Bella Giardiniora at 
the Louvre. The difference between Fra Bartolommeo 
and Sanzio now is, that tho friar appli(jB the most rigid 
rules of Da Vinci; whilst his friend lias more sentiment 

in Marcliosc, ub. sup, II. pp. 60 pictoro. MOXf, lUvrtholoiuc BMo- 
fuul follB, 144 and 665. r-ce. or. jn’in, (wood, oil), No. 66, at 

t Vfia vir tho l^ouvro (boo MUudlor, Essai 

I cl’uno aualyso Ika. 8‘’, Paris. 1860. 

* The old frame bore tho follow- p- H7.) A note of the sale of the 
ing lines: *‘Jacobo Huraldo Ho- pictnro for 600 ducats to tho Flo- 
duomm Epzscopo Ludovici XII. routine govornmout and of its gih 
francorum rogis legato fidiasimo to Monsiguor di.Othon (Autun) is 
senatus populusquo Floroutinus in tho momoranda of tho syndic ()f 
dono dodit anno MDXII. On tho B. Marco, MB. ap. Marchos<», ub, 
throne are the words: “Orato pro sup, II. 06 and 144. 
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and more colonr. The saints in the presence have al- 
ready a sternness of mien, a gravity of deportment; and a 
grandeur in the fall of their drapery which illustrate the 
expansion of the master’s mind. The child is no longer 
of tender age. ForesliorteningS; of which the beginnings 
are noticeable in the flying angels of S. Romano at Lucca; 
become more hardy and more lifelike in the three boys 
who support the festoons of the dais. Perspective ge- 
nerally is used with perfect correctness in the figures 
which stand on their planes with extraordinary firmness. 
The tone is of a bright gay key; calculated for a parti- 
cular place in S. MarcO; though seen to little advantage 
in a gallery where one light serves for all; but it is also 
probable that the final glazings have been removed by 
cleaning. 

The form which Fra Bartolommeo had thus given to 
a composition of frequent recurrence in past years, so 
perfectly suited the taste of the public that the atelier of 
S. Marco could not supply repetitions of it ^ with rapidity 
equal to the demand; nor did the subalterns of the shop 
treat it with anything like the vigour and success of their 
chief, as is shown by the large example in the Academy 
of Arts at Florence.* 

A more successful combination of the hand of Mariotto 
with that of the Frate in 1511 is the Madonna be- 
tween SS. Peter and Paul on the altar of the Mastiani 
family at Sta. Oaterina of Pisa; where we admire the 
noble attitude of the Virgin holding the child in benedic- 
tion, as she rests her foot on the broken pediment of a 
column, and the grandiose air of the two saints standing 
in the full consciousness of solemn reverence on the fore- 
ground. An inky tone pervading the surface is due to 


‘ Eloronco. Academy of Arts. 
Hallo (los p^rands Taldoaux, No. 
66. Wood, oil, dj^uroH life si»e. 
Originally in Santa Oaterina of 
Florence, Tlie oxeeiitiou is weak, 
the colours at one painting, bricky 
and opaque, and the hand ponsibly 
that of Fra Paolino of Pistoia. | 


* The upper part of the panel is 
new, and most of its surface is re- 
painted, except portions of the iu- 
lant Christ and tho feet of the 
standing saints. Tho figures are 
life size (in oil); and on the pedes- 
tal one reads : ^‘Doposuit potentes 
do sedo ot exaltavit humiles. 1611.” 
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injuries caused by a fire that broke out in the church in 
the 17^*' century; but it is of interest to note upon the 
pedestal of the throne a motto and a date headed by a 
monogram repeated from a panel of 1510 assigned to ITra 
Paolino in the Belvedere of Vienna; — a monogram com- 
posed of a cross and two rings, which is to be found on 
a panel bearing the joint signatures of Fra Bartolommeo 
and Albertinelli at Geneva,^ and on works hereafter to 
be mentioned by Fra Paolino or other assistants in the 
monastery of S. Marco. 

Incomparably the grandest of the creations by the friar 
ill company of Mariotto is that completed before tlio close 
of 1512 for S. Marco with a variation of the old thenuj, 
the Marriage of S. Catherine of Sienna. Having been 
unaccountably given away to the bishop ^^of some dio- 
cese^^ in 1588, it now adorns the Pitti collection, and 
bears the inscription: ^^512, orate pro pictorc^^^ Fra 
Bartolommeo having reached this point in the treatment 
of his favourite subject, may be said to have exhausted 
it; and set at defiance all future attempts at improve- 
ment. In composition, drawing, and relief, it was beyond 
his own x^ower to come nearer x^f^rf^ction. Great as the 
charm had been with which he had invostod the group 
of the Virgin and child in the altaipiocc of bishop IIu- 
rault, he now infused new elements of beauty into it by 
increased grace in the shape jind air of the Virgin, 
and by contrasting the iuvn of her head and frame with 
that of the Infant* Then balancing the positions of the 
kneeling saint Catherines at the foot of the pedestal, 
and seating two boy-angols ' with viol and guitar 'on the 
stops of the throne, he reared the well-known pyramid 
of distribution. lie placed a fine B. Michael in armour, and 
a S. Bartholemew erect in weighty x>osition as mainstays 

Iteeords of paynionts for tho pic- nnnunciato with the monogram 
ture to the Fnito and Mariotto arc and the wordn: “Fris Bartlio or. 
in Maroheso XL 69. 70, and 144. p. ot Muriotti Florontinor. opus”. 

* In Sainte Madeleine at Qcnova * Ko, 208, at the X*itii. Xoted by 
are two wings of an altarpieco ro- Vasari VII. 158—9. Aibortim, 
presenting the Virgin and angel mem. 12, and Marcheati IL 75. 146, 
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on the foreground; uniting them by a circular chain of 
spectators in converse on the floor of the semidomc. In 
rivalry with Eaphael at times in bold foreshortening; he 
prodigally wasted his science in the reproduction of form 
and drapery; poising four lovely seraphs in flight un- 
der the festoons of the dais. The whole is thrown upon 
the panel; as Vasari sayS; in so gallant a style as to 
leave the impression of a living scone. • Yet; it is more 
by truthful transition of neutral light and shade than by 
colour that Fra Bartolommeo obtained effect; the tone 
being reduced almost to a monochrome by the use of lamp- 
black; but here again the gallery is unfavorable to a 
work intended for a special place in a church; and the 
Marriage of the Pitti will not be seen to its best ad- 
vantage till a niche is built expressly for it. 

On the same principles; and under the same fortunate 
combination of circumstances it was .that the splendid 
^^Conception’^; which now adorns ,the Gallery of the XJffizi; 
was composed. With a versatility denied to all but a few; 
he formed another pyramidal arrangement of S. Anna in 
extasy on a plinth behind a beauteous Virgin watching 
the play of the infant Christ and S. John. He brought 
down the lines to the extreme foreground by the help of 
four standing and kneeling worshippers; giving symmetry 
to the distribution by a company of saints at each side; 
by a choir of infant angels and cherubs with instru- 
ments; or singing from a book hold aloft by their hands, 
and by two winged children at the foot of the throne. 
Had this grandiose creation been finished; it would 
have boon the chef (fmivre of Fra Bartolommeo. Having 
been left in its present condition; which is that of a 
mere rough draught on the panel, with the drawing and 
preparation in brown; it is but a sketch; yot masterly 
as one by Buonarotti. Its interest is groat, as revealing 
the growth of such a piece from its embryo to the 
first stage of completion. In certain sheets at the Uffizi 
wo find the studios of the nudes and their subsequent re- 
petition in drapery, designed, we beliovo, from the lay 
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figure of which Fra Bartolommeo was the first to make 
use, in preference to the models of clay, familiar to Leo- 
nardo and Credi. We can therefore trace each step taken 
by the artist, from the moment of planning to that of 
putting in the contours and shadow^s. We mark with what 
science and depth of thought, with what method he kept 
to Leonardo's rules in dividing space, and in combining 
groups to advantage at various elevations in a given room, 
in order to attain a result by which several intricate pro- 
blems are solved. But there is something more than 
science and method to be discerned, and that is the in- 
spired air of the,S. Anna, the -weight, the dignity, and 
proud bearing of the saints, the masculine strength of the 
art evolved. If, on issuing from his cell. Fra Bartolom- 
meo was desirous to soften his stylo, and for that reason 
endeavoured to temper it by looking at the works of An- 
gelico and Perugino, his relations with Mariotto, the re- 
miniscences of his ymith, and the current of the age 
took him back in 1512 to the true breadth of the great 
Florentines. 

■ How it was that this Conceptions^ was never carried 
out is a mystery the more difficult to explain; bocauso in 
June 1513 the government of Floronc.o advanced a hun- 
dred ducats to the convent of S. Marco for it, and the 
receipt is preserved in the handwriting of the syndieJ 


^ For the latter see Marcliese, 
ub. sup. II. S64. The advance is 
proved by the following; 

‘‘Libro de Stanziameuti do’ Si- 
gnori e collegi dal 1518 al 1521. 

126. Die 10 Junii 1518. Itoiu 
stantiarono chc el caiuarlhigo del 
monte cho outorrii iu ufieio a (11 
prime di luglio proximo fntaro del 
presonte anno dia ci pagha a frati, 
capitalo o conv(mte di Santo Marco 
di Firenze o p(ir loro al loro.. Sin- 
diclio^ e procurators fioriiii cento 
larghi d’oro in oro; Mono per ])arte 
dipintura (I’lina tavola d’altarti 
cho si fa c lavora per frato Barto- 
lommeo dipintoro, frato in dicto 
convento, seeondo I’allogaziona 


factagli sotto dl 20 di Kovouibro 
1510 da nOHtri maguinci ot ex(adHi 
Signori, rogata pcsr Ser Agnolo di 
Scr Alexatidro Cbistu^si l(»ro uotajo. 
E la (juah^ tavola liuita sarA, si 
uiottorA iu ((iiollo hxu) puhblico 
dove sarA giudiento da noHtri ex- 
colsi Signori c savi amorevoli 
ttic.tadini do la tumtrn cittA. 1C por 
faro pill facile dicto pagamonto kI 
ooiuanda al dicto camarlingo del 
inoutci cho dicti dauari pagld d(d 
mcHo d’Ottohre proximo fntiirodel 
presente e uoti prlnia, in tutto 
lior. cento. 

Tutit l*rat(n* Jt^rouliuuH Andrm 
do (liuis BlndicuH (»t procurator, 
ttt dixit, manu Sen* FiUppi (HojiIh 
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There is reason to suppose that the first interruption was 
caused by the parting of Fra Bartolommeo and Mariotto 
which occurred in January 1512, and that others were 
caused by ill health. 

In an evil hour for Mariotto, Santi Pagnini had been 
reelected prior of S. Marco, and his instalment had not 
long taken place when the association was brought to a 
close, Albertinelli drew up the memorandum of dissolu- 
tion on the 5^*' of January, dividing the profits in equi- 
table shares,^ and stipulating at the close that: the pro- 
perties hitherto in common should remain in possession 
of Fra Bartolommeo till his death, and then pass to Ma- 
riotto,^^ ex. gr. a wooden life size figure, already men- 
tioned, which is described by Vasari, and is said to be 
that now in the Guardaroba of the Florentine Academy;^ 
another of smaller size with joints {ganghere^ or hinges), 
a pair of compasses, and a ^^bambino^^ of gesso moulded 
from one by Desiderio in S. Croce, 

The partners having been separated in this manner, 
Mariotto surrendered himself to a violent paroxysm of 
discontent; and in his spleen declared that he would ra- 
ther keep an inn than continue his profession any longer.*"* 
Fra Bartolommeo resumed his duties without Albertinelli's 
help, and sickening in July of 1514, was sent with his 
journeymen Fra Paolino and Frate Agostino to the coun- 
try hospital of the Dominicans at Pian di Mugnone. Be- 
ing allowed to throw some frescos on the walls ^^for his 
diversion and recreation he painted a Madonna in the 


sub die 31 Mai 1513. ,Seo also 
Marobese, IL 67. 8. 

1 To tbo brotliron of H. Marco. 
Tlio altarpieco of S. Romano at 
Lucca (the Eternal, BH. Oatliorine, 
and Mary Magdalen), a head of 
Christ given by tbo convent to 
Lionardo Bnrtolini (V missing), a 
round of the Nativity (VmiHH'mg), 
the altarpioce (now in an unfinish- 
ed condition) at the Pitti. 

To Mariotto. A round (no sub- 
ject given), a Christ carrying his 


cross with the thieves (V missing), 
two picture.s, subjects not named, 
an Annunciation, small, in the 
hands of the (Jonfaloniero. 

2 Vas. Vll. 108, and annoi, 

» Father Marchoso very judi- 
ciously assigns to this time the re- 
solution of Mariotto to keep an 
inn. 

^ The record is in Maroheso uh. 
sup. IL 367, under date of July 
10*b, 1614. 
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Cappella del Monte, another in the refectory of the infirm- 
ary, ‘ and, we believe, a third which alone has survived. 
Whatever his bodily ailings might have been, they did 
not affect his powers as an artist. Not even a uiomonlary 
weakness affected his brush. As a “frescanto” ho stands 
at Plan di Mugnone on the high level that had become 
familiar to Andrea del Sarto ; as a draughtsman and com- 
poser he maintains his old and just celebrity. What ho 
repi’esents is one of those- moments in the litc of a mo- 
ther, when the babe which is her delight and solace, sud- 
denly clinging to her bosom, and crowing with an irre- 
pressible fondness is fplded as a priceless treasure to her 
heart. All this is shown in the cheery and sparkling ex- 
pression of the child’s round and regular face, in the ac- 
tion .of the Virgin who glues her check to his forehead 
and wraps her tunic in an agony of love about his limbs. 
If to this be added an exquisite taste and transparence 
in tones of excessive brightness, and groat perfection of 
modelling, we have an idea of Fra Bartolommeo’s gifts 
at this time. His forms have none of the mildness of the 
earlier convent period, but arc conspicuous by their 
breadth and solidity. In the child the glance is tliat 
which Raphael gave to the Christ in the Sixtino Madonna; 
but the group is most reminiscent as a whole of tlio Vir- 
gin of tho Seggiola.^ 

After leaving his forced retreat. Fra Jiartolommoo all 
but repeated tho Virgin and child in a fresco of tho (lap- 
pella del Giovanato at S. Marco, infusing a more ardent 
affection than before into tho expression and movement 
of the mother of Christ; a greater life and flexibility into 
flesh of a true caniation.* lie never, in the many Virgins 

^ Ib. ib. ib. tho HhadowH boiufj nltorod by 

® Tho fresco is arched at toj>. damp, nnd tho Vir|jfiu’rt face full 
The two %uros nro above life of Hcratchos. Tho child’s head in 
size; the lower i)art of tho Vir- tho host proHorvod bit. Tho 
gin’s dress ahrnclcd. If any I'o- iiguroa aro above the life Hizo. A 
preach can bo made, it. is that tho i)ioco on tho infant’s shcmldor has 
forms of tho child aro a little scaled, and tho Virgin’s rod mantle 
puffy. is altovod by moisture. Thu date 

3 This fresco is greatly damaged, is only inforru<l from tho stylo. 
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and bust-pictures of the Redeemer and saints which were 
produced at tliis time, for instance in the panels and fres- 
cos that are his in the Academy of Arts at Florence/ 
rose to siich genuineness of feeling or to such grave and 
noble individuality.^ 

Whether this boldness or freedom is attributable to a 
visit paid to Romo before the retirement of Pian’ di 
Mugnono, is a question likely to remain obscui-o. Vasai’i 
says,” that the Frate was so frequently entertained with 
rumours of Raphael’s and Michael Angelo’s successes that 
in order to judge of the matter personally, ho asked leave 
of the prior and went to Rome where Fra Mariano del 
Piombo gave him hospitality. His intention had been to 
repay this kindness by a present of a S. Peter and a kS. 
Paul; but the air of the capital was so unfavourable to 
him that he was obliged to leave it, Raphael meanwhile 
consenting to give the last touches to the unfinished pa- 
nels.” * The sickness which foi’cod the* friar to Pian di 
Mugnono might under those circumstances be considered a 
consequence of the malaria of Rome. There is no doubt that 
Fra Bartolommeo would have found Sanzio at the Vatican 
in the spring of 1514. The death of Bramante had just 
occurred, and Fra Mariano had succeeded to the Piombo.'* 
Some of the greatest frescos of the age were in existence, 
by Raphael in the Camera della Sognatura, by Michael 
Angelo in the Sixtino chapel. The SS. Peter and Paul 
to which Vasari alludes at S. Salvestro, aro now at the 
Quirinal, one of them evidently repainted, and the intro- 
mission of Ra])haol is supposed to be confirmed by a 
passage of Oastigliono’s Cortigiano. Biit, on the other 
hand, Vasari tolls almost the same story of Albertinelli 
as ho does of the Frate,® and contradicts himself in the 
life of Rosso by saying, that Fra Bartolommeo left the 

‘ Nob, 04. 78, 28. 82, See also • Van. VII. 100. 

Matiauo got tho Homl.o 
postea. in Maroli, 1514, at tho death of 

• Hoo for those tho list at tho B*^**"*""***. 

Close of this ohoptor. ‘ Yaa. VH. 180. 
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Eternal city without having done anything.' Tho Cortigiano 
is rather contrary to the theory which assigns two panels 
of S. Paul and S. Peter to the monk’s stay at Romo, be- 
cause it describes Raphael busy in the presence of two 
cardinals with one pictoe in which were a S. Peter and 
a S. Paul;^ and again, the memoranda of the syndic 
of S. Marco declare that: “two 'quadri’ of four braccia 
by Fra Bartolommeo, a S. Peter, and a S. Paul wore va- 
lued at thirty ducats, but reduced in price to twenty-five 
in consequence of an imperfection in the S. Peter; and 
both were given away to S. Salvestro”.'* It is clear that, 
unless we admit the existence of replicas of these saints, 
we must doubt Vasari. Tho Apostles of S. Salvostro, 
now at the Quirinal, are obviously those registered in tho 
syndic’s memoranda, and done from the cartoons now in’ 
the Academy of Arts at Florence.'' They are grand and 
stern; the S. Peter with mantle hanging over his right 
arm holding the keys, and the book pressed to his 
breast; the S. Paul looking orrt, and his hand on tlie hilt 
of a long sword. The colour of tho first is reddish and 
rather opaque, tho shadows of tho head being taken 
up afresh, aAd the extremities being by another painter. 
The head of tho second is corrected so as to leave the 
old contour visible; but the tone is transparent, and the 
execution exclusively that of Fra Bartolommeo.’' Who- 
ever may have been om])loyed on the S. Peter, we do 
not fancy Raphael to have been that person; and wo as- 
sume that if Fra Bartolommeo wont to Romo, ho did so 


> Vas. IX. 73. 

® Bernardo Bilibiona in tho Cor- 
tigiano relates; 

“Di questo niodo risposo nncor’ 
Kafaello pittoro ii <lui (^ardinali 
8Uoi (lomestici, i quali, ’por farlo 
dire, tassavano in proHontia sun 
una tavola ch’egli havea fattn 
dovo erano San Piotro o W. Paolo: 
dioendo eho qiiollo cUio lignro 
erano troppo rosso nt*! viso. Al- 
hora Rafaello snbito disse, Bignori j 
non vi maravigliato, oho io quosto 
ho fatto a sommo studio, porche « 


da orodort^, cho X^iotro c 
Paolo Hiauo, como qtii gU vodoto 
aiuior in ciolo cosl roKsi por vor- 
gogna, cho Ja chiosa sua nia govor- 
uata da tali huomini como soto 
Voi’h ^‘11 Cortighiuo” )>y PaldaH" 
sar (histigliono, d6o, 4^’. LomUnn 
17-27. rtookir, )>. ‘218. 

■"* Ap. MarchoHO uh. HUp. If. 140. 

'* ThoHti \v(w originally at H. 
Marco. 

^ Both pauols 5 foci 10 inches in 
height. MaoU iiguro in a nicho. 
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for a few weeks of pleasure or for health; as on a pre- 
vious occasion he had gone to Venice. The Virgin of 
Pian' di Mugnonc being a reminiscence of Raphael’s Ma- 
donna della SeggioUi; itself related in style to the Galatea 
of the Farnesina; the Virgin of Mercy of 1615 at Lucca; 
and the Kesxxrrection of 1516 at the Pitti; having an im- 
l)osing air; derived perhaps from study of Buonarotti; we 
might siipi)oso that tliese results were due to a short but 
not unfruitful stay on the Quirinal. Yet, to build any 
statement of fact on such an insecure foundation, would be 
hazardous ; and we must remember that examples of Raphael 
and of Michael Angelo wore also to be seen in Florence. 

There is no doubt in the meanwhile tliat, whatever the 
cause may have been, the Frate had gained a confidence 
and power which were the admiration of his cotempora- 
rieS; and that after his convalescence, and as if to show 
certain fault finders how unfounded their reproaches were, 
ho rapidly produced a succession of things well calcu- 
lated to disarm all criticism. One of those, a naked S. 
Sebastian, exhibited publicly in S. ]\rarco, is alleged to 
have convinced the Dominicans in their confessionals of 
the temptations which they had unwittingly thrown in 
the way of female penitents. It was therefore withdrawn 
to a safe privacy from whonco it only emerged to become 
lost to the history of the arts for over.^ But, in 1515, 
Fra iiartoiommeo's industry yielded no less than three 
xtiastorpiecoB one of which would alone suffice to give 
him renown. Wc allude to the Virgin of Morey ordered 
by the Dominican, Lombardi do’ Montccatini, now in S. 
Romano of Ltteca; to the Madonna of the Hermitage at 
►S. Petersburg, and to tlio Annunciation at the Louvre. With 
every new effort of the Frate wo are struck by the ge- 


f Tho S. HubuHtiau according to 
Vasari wan sold to a doiUor, and 
riont to Franco (Van. VH. 161, and 
annot.) It has boon stated to bo 
now in poHHosslon of a gentleman 
in Toulouse; and truly a pictunj 
with this Huhjoct docs belong to a 
person dwelling in that city. Hut 


when tho authors were at Ton- 
louHu, tho canvass had boon sent 
to JNiria; and when they wore in 
PariH, it had boon taken away 
again. CJoimaissoure in Paris, 
howovor, aro inclined to consider 
this Toulouse pioco beneath the 
powers of Fra Bartolommeo. 
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nius whicli succeeds in giving n now form and an unex- 
pected novelty to an old subject. Tt it surprising, with 
what abundance fresh poetry and thought are introduced 
into a well worn thomo by his high pictorial ‘sonsci. ^.riie 
Virgin of the Lucca altarpicco is in motion, so to say, on 
her pedestal, with one ai'in u})strotchcd, and tiui other d(!- 
signating the crowd of her worshippers. Her face, C'x- 
pressing prayer and inspiring devotion, is turiu'd U])wm’ds 
towards the. Redeem or whom she alone can discern, as he 
majestically floats forward, winged in the Hying folds of 
his dross, the fingers of his right hand in bonedietion. 
Between him and the Virgin an angel raises a tablet with 
the aid of two others whoso winding ribbands aro fast 
to its edges. Two boy-mossengers loop up a capacious 
mantle, the green lining of which is a favourable back- 
ground to the groups of adorers at (Uich side of the fore- 
ground. Hero you have ])(H)plo of both sexes, of dilforent 
ages, tlioughtful, tenderly meditative, <!agorly doinonstra- 
tive. The patron kneels, nobly gonthi, and full «1‘ faith, 
and hears th(» explanation of a Dominican [lointing to the 
Madonna. Before thorn a mother in joyful cixtasy grasps 
her babe, whilst a curly infant }K!crs over hor shoulder 
shrouded in the cloak of tho damn hehiiid. Oppo.site to 
thos<{, a recumbent hunahi doscribes tho setnu! to hor 
child. Tho classic movement of tho iirincipal liguro, the 
varied but always (sh.'gant attitud<}8 and action of tin? re- 
maindor are almost matchloHs instaniies of tlm inodo in 
which scientific calculation gives nature! as a ntsuU. In 
most of tho ininutiaj tmusual pow<!r of ohservalioii is re- 
vealed. Nothing can ho meix! pleasing than thc! manner 
of dividing the fingers with their play suggesting uucoti- 
sciousnoss. Admirable aro tho draiierios in which tlu! 
folds aro concontrated on the bonds. 'I'he Uc'detimer is 
magnificently poised in air, and keeps his place by judi- 
cious choice of tone and a circumamhuiiit vapour. ,Leek- 
ing at tho composition suddenly, its Ih'sli-tints may be 
raw, its transitions from light to shade, siuhlen; hut as 
the eye by dogvees takc's in the whole, th<! atmospliere 




A i^i'O'ip rniiii t'M liMth in noin.inn at l.ui'c.i 
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that permeates the space begins to appear, and the more 
we gaze, the more intense becomes the satisfaction; and 
we see the Frate illustrate an axiom described by Leo- 
nardo as essential to perfection. One could almost fancy 
that the words of Da Vinci were intended to apply to 
the Virgin of Mercy which is altogether according to his 
maxims. We enter into its darkest recesses, and glance 
from the lights and shadows to the half-tints that mottle 
the groups, as clouds cast a transparent darkness on tlie 
flatness of a landscape and vary its monotony.^ 

The Madonna of the Hermitage is a variation in oil of 
the frescos of Plan’ di Mtignone and S. Marco, broad and 
weighty in the scantling of the frames; grandiose in 
movement rather than enticing by select mould of feature. 
Four winged children touch instruments or keep watch 
around her, as she sits on the ground and holds the 
spirited and smiling naked child to her bosom; but full 
enjoyment is forbidden on account of a pallid opaqueness 
imparted to the colours by re»storing.^ 


^ Certamonto niostro Fra Barto- 
lommeo in qnoata opora possedere 
molto il cUminuiro I’omhre della 
pittura e sciiri di quolla, con 
grandisHhno rilicvo oporando, dove 
lo difhcultA, deir arte mofitr<> con 
rara od occollcntc maestria e colo- 
rito, dlscf^no «d iuvenzionc. 

On the tablet hold up by the 
angels, are the words: “Misoroor 
super turbaiu”. On the Virgin’s 
pedestal: ‘‘mr pieUtis ot inio. FS. 
OP.” which moans: Frate 8obas- 
tiano do’ Montccatini, ord. prmdi- 
catorum, the arms of the family 
being in the middle of the letters. 
That the canvass was ordered for 
Fra Bebastiano, is also proved by 
records, for which see Marchese 
ul). sup, IL 109, note; and 144. On 
the lowest step of the throne: 
‘‘MDXV, F. Bartholomous or, pro. 
pictor Florentinus”. The outlines 
in many parts are seen as they 
were Urst drawn with a pen. In 
other places they are freshened 
with a bold touch of the brush. 


The flcsli lights as well as the 
shadows are in half body, very 
broadly treated. Glares are chief- 
ly coniined to the more distant 
parts, the light being concentrated 
on the front of the picture. Some 
hardness may ho duo to cleaning. 

Tliere is a small unlmished copy 
of this masterpioco, miscalled a 
sketch by Fra Bartolommeo, really 
of the seventeenth century, belong- 
ing to Signor G. B, Mansi at Lucca. 
Another small modern copy, on 
copper, is also under the Frate’s 
name (No. 4) in the Leuchtenberg 
gallery at S. Petersburg. 

* On a tablet in the upper part 
are the words; Mater Dei. 1615, 
Below: “Bart. Florn« ord. prsodi- 
catoruni”. Wood, oil, No. 20. Her- 
mitage at S, Petersburg, formerly 
belonging to Crosyit. The sha- 
dows of tho flesh tints are re- 
touched with liquid tints, and 
hence opaque. Tho pupils of the 
eyes and some outlines have also 
heon repainted. There arc spots 
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The same art in remociolling a familiar iuci clout in c?k- 
hibited in the Annunciiation at the LouvrC; aw is shown 
at Lucca. The Virgin seated undcu* a iiichc^ and aitcmclod 
by standing or kneeling saiiitS; bends backwards as sht^ 
sees the messenger who Hies down to hc‘r. It is ede^ar 
that the latter was thrown olV on tlui bactkgrouml of 
architecture at the moment when tln^ rcist was iinisluid. 
The tones arc warm and full of aii> tin*, (‘.Kcicutiou is 
light and masterly, and sonm of tlui saints, th(‘ fcnualos 
kneeling in front especially, ixvo Rapha(d(^s(|UO and lomi- 
nine in grace and dignity. Fra Ihirtolommcio has rc^aclu'd 
a point where ho defies every sort of difHcnilty.* It is 
the time when he may bo supposcul to havc^ clones tln^ 
Isaiah and Job of Iho Uftizi, and the skedeh of th<‘, Kteu*- 
nal in the same gallery.'^ 

In spite of a passage in the mcnnoramln cvf tlu^ syndic*- 
of S. Marco, from which wo Icmru that the Virgin of 
Mercy of S. Romano was sent from Florcmee,** Father 
Marchese is of opinion that Fra Rartolommeo painted it 
at Lucca, at the request of Kanti Pagnini.* We may lx* 
allowed to doubt the force of his argumcmt, without cUs 
nying that the Frato’s summer was partly spout in 15 If) 
outside the walls of S. Marco. Although it is truci that 
he entered into an agrccjmont to furnish a Madonna and 
saints to Jacopo Panciatichi for a chapel in ti. Uomonicx) 
of Pistoia, on the 15^*^ of February, thorc^ is no ovidenee? 
in the record itself to show that the friar was at Pistoia, 
nor indeed is there any proof that he evc^r pcndormecl the 


whore apparontJy old Hcnlinjy wns 
fltoppod, and the new Htiiir Iuih he* 
oomo dark. Tho bliio inuntle ol* the* 
Virgfinisina ^rcat inenHuro repaiut- 
od with a cortnin Iosh of fanri re- 
sulting from tho oporatiem. It Is 
not possible for this re/iHon to nay 
whether Pra JJartolonimoo was 
alone or assisted in this pioc.e. 

^ Louvre. Ko. OL Small panel 
inscribed: **F, Barto, Floren. orj'' 
pro. 1516. 

* The Isaiah, Mo, IpiO, at the 


Uflird (Vasari VU. lOli; In grand 
movemtmt, lilV and warmly 
eohnirod. 

The Job,, No. ilJO, in the Hiimo 
gallery of tins samn style, though 
not ipiitcl m Hius both wood, 

Tho Ktornnl, rouml, No. Ufxi, a 
more sktjtch with two angols blow- 
ing trumpets, hut the llguroH hardy 
in action and ndiuod In form* 

"MarchoHO, uh. sup. H. M4. 

Ih. lb, IL KIH, 
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promise that he then made.^ A fresco of the Virgin and 
child; ascribed to Della Porta in S. Domenico, might in- 
deed testify to his presence, and seems lined from one 
of his cartoons; but it is by a disciple such as Fra Paolino 
might have been.- 

If Fi’a Bartolommeo however was neither at Lucca nor 
at Pistoia, his health again drove him in October 1515 
to Pian' di Mugnone wliei'e lie never came without bring- 
ing his tools. In order that time may not hang too 
heavily on his hands, he covers a lunette with a fresco 
of the Annunciation the treatment of which discloses great 
breadth and facility. It is delightful to see the angel's 
eagerness in coming and giving the message, and the 
speaking profile of the head witli its oblique bend.'* The 
Virgin receives the announcement with joy, and gathers 
herself well together under the folds of her mantle, 
her form being perhaps too square and masculine. But 
this would be the work of a leisure honi*,‘^ and might lead 
us to believe that tlie Fraic remained but a short space 
at the hospital, preferring • perhaps to wander away in 
another direction and look for his uncles at Suffignano 
whom he had not scon for years. Fatlier Mai'chcse quotes 
a cotemporary diary, in which a pleasant description is 
given of the relatives^ mooting and the lucky guess of the 
• grand nephew Pagolo di Vito, that the friar must be his 
grand-uncle Bartolommeo. When the moment of parting 
was near, the Frato said: ^^And now it may bo long be- 
fore wo moot again, for the king of France has sent for 
me and wants to give mo employments^, from whence wo 


^ Hoo the roconl in full in Mar- 
chese IT. 308. 

® The contours are wiry^and the 
colour washy. The group is linoly 
outlined, but the forms and the 
drapery are not given with Fra 
Jtartoloinnieo’s grand holdncss. 
The fresco has boon removed from 
the couveut into the church of H, 
Domenico. Tolomei <|uotcB the 
uaiue of Fra Bartolommeo, how- 

voL. nr. , 


over, in couucctioii with this Vir- 
gin, on tht‘ ^strength of convent 
records and says the patrons wore 
the Fioravanti. (Toloiuoi, Guida, 
ub, sub. 109). 

® A movement familiar in Andrea 
del Sarto. 

'^This fresco was done by the 
Frato on the 4'-*' of October, 1515, 
according to the convent record in 
Marcheso, If. 119. 368. Figures 
under life size. 


so 
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loam that before Leonardo joined Francis the First, an 
attempt had been made to engage the Dominican in the 
same service. Why the ncgociation failed, avo can now 
scarcely tell; but it is not unlikely tliat an event of tlui 
most painful interest to the Frato prevented him from 
leaving Florence. Mariotto, who had resumed the brush 
fell sick at the end of October 3515. The mnvs of his 
illness necessarily reached Fra Dartolommoo, and brought 
him to his friend’s bedside. We can imagine his grief Avhon 
Albertinelli expired on the fifth of November. 

The inexhaustible natarc of the Frate and his capacity 
for keeping art at its highest level, even Avhen time and 
circumstances were combining to give a variety to his 
manner, are displayed in the results of his labours during 
1516. 

Foremost amongst the creations of that ye.ar is the Ke- 
surrection at the Pitti, in which ho discloses anew his pro- 
gress towards the true grandiose. The Saviour, on a jie- 
clestal in front of a classic block of archiUic.ture, roHl.s 
on his loft log, before moving the right from a stoj). ’I'lio 
sceptre is in one hand, and the other is raised in bene- 
diction. A splendid cast of di’apery falls across the 
breast, and swoops I’ound to the hij)H and liml)H. 'riun'o 
is a bold foreshortening in the H. Mathew who points 
outwai’ds towards the sjmetator. Kplendid gravity is in 
the features and pose of the S. Mark on Avhoso shouhhir 
S. Luke rests his arm, whilst S. John siioaks to M. Matlnw. 

This subject, oi’dered for Halvadoro di (Huliano llilli, 
was placed in the SS. Annunziata do’ >Sorvi ' iu a frame- 
work comprising, it is said, the two pro])hetH Isaiah and 
Job, now at the Uffizi. It may have boon (somplolod just 
after a sketch at Panshanger in which wo boli<!ve we seci 
the apotheosis of a Dominican saint. 

S. Antonino was a friar whom w<( rocolhitit as the co- 
temporary of Fra Giovanni, and of whom Vasari relates 
that Angelico rocommendod him to Nicholas tins Fifth for 

* Now No. 169, rilti gfilliiry. MiirdiPSP, II. lan. 5. 14,6} lUid Vn». 

vir. io:j. 
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the archbishopric of Florence. After his death tlie order 
made strenuous effoi'ts to secure his canonization; but 
invariably without success. When Leo the Tenth made 
his solemn entry into Florence in the winter of 1515; 
and on the day of Epiphany 151G admitted the brethren 
of S. Marco to kiss the foot; lie graciously whispered his 
intention to fulfil their wish; and left tliem swelling with 
pride at being favoured beyond all the religious com- 
munities of the Tuscan capital. Though Leo did not 
live to satisfy this pious desire; the brothers of S. 
Marco were prepared for a speedy fulfilment of his 
promise; and might in the meanwhile have intended to 
celebrate the occasion by the exhibition of a picture 
from the hand of their best artist. Fra Bartolommeo 
may thus have been induced to compose and finish; 
previous to its 'transfer to a panel of larger dimensions; 
the small one of Panshangor which; had it boon so 
carried out; would probably have been the finest that 
ho ever attempted. The body of the archbishop lies in 
state on a couch in the centre of a convent-yard; with 
friars about hini; some on their knees grieving; others 
stooi)ing ‘over hini; or trying to embrace his sandals; 
others again with tapers or pi'ayer-books. Laymen at 
each side have gathered together in haste and great com- 
motion, the nearest on each side of the foreground boldly 
sot as pillars ■ to support the framework of the composi- 
tion; their weight incTcased by the architecture; and 
buildings of the coiirt massively confined by high walls 
at each flank; and by lower ones in the distance, above 
which an orchard and bills are seen. In the background, 
the door of the church is open, with the head of the fu- 
neral procession about to issue from it; whilst amidst clouds, 
accompanied by angels bcaidng the throne, the lily, and 
crowns, tlio canonized saint ascends to heaven to meet 
the Eternal. Oeomctrical symmetry and balance arc ob- 
tained with an case almost unparalleled. Nothing like 
the truth or animation of the Boeno, the readiness and 
firmness of the movements; and the nature of the groups. 

30 
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With this, varied character and individuality of expression, 
perspective of atmosphere and of lines, massive transitions 
of light and shade, and a powerful tone in the key of a 
deep and sonorous bass.* 

Looking at the excessive skill of Fra Bartolommeo, 
and considering the grandeur of his perfonnanees in JbKi, 
we should attribute to that time five lunette portrait-busts 
of Dominicans, in the lower dormitory of S. Marco at 
Florence; all of them superbly modcilled and admirable 
specimens of stern gravity, though "licro and tliere injured 
by scratches, and not free Irom a certain vulgarity."'* ^Vo 
should place in the same class as to date and merit the 
S. Mark and S. Vincent at the Bitti'* and Academy,'* both 
of which are illustrations of the i)Ower with which a plas- 
tic appearance may bo given to the human shape by 
scientific calculation of light and shade, by s<iloet casts 
of drapery and vigorous tints. 

But, in addition to those wo have the Holy Families 
of the Corsini Palace at Romo and of the Pilti at Florence, 


^ 111 this panel thu colour is all 
half:’ body, throup^h wliicli tiu*. 
fjfround gesso appears, giving tho 
whole its trausparcuco. There arc 
1‘orty iigiii'cs in all. Thu ICtumal 
and tlic Proeossion at thu chimdi* 
door arc barely Hkctchucl. Pur- 
chased at riorcnico. 

There is another panol assigned 
to Pra IJartolommuo in this prti- 
ciouB colloctiun of Karl Cjowpur; 
subject, thu Virgin, child, H. Jo- 
seph and a foinale saint in prolUu, 
and tho young liaptist kissing tho 
infant Ohrist, a lino approxima- 
tion by tho Siounoso Pucuafunii to 
the manner of the Prato j sweet in 
colour and very freely handled. 

* There are eight of these fres- 
cos in the dormitory, but three of 
thorn arc modern. Tho lirsfc of 
those by Fra JIartolemmeo is a 
friar with a star aliove his eowl 
and a lily in his left hand; with 
his right ho orders silence. The 


I second, with a re<l hook au<l palm, 

I is injured in thu face liy Iwiyoiiet 
thniHis. 'riu* third rtuids in a 
re<l hound hook. 'riiu. lourth is, 
prenc.hingj and .tlun*<‘, nn*. uiarks of 
an Ktoniiil and angels having 
been oii thu liaek ground, n(*ar his 
heail. Till) iifth and sixtli are 
modern, the seventh is hare-head- 
ed with rays diverging hehind. 
The eighth is of the eighteenth 
century. Wu trust these injured 
luaHterpieeeH will he removed to a 
place of safety from their presc'nl 
dark rucesses, Marehese mentions 
them (U. i:U}. 

® The K. Mark is No. liif), at tlio 
Pitti, in oil and on canvass (Vas. 

vn. 

yriu) H. Vincent is No. CO, (la 
lerie dcs grands Tahhnuix, ,nt 
the Aeademy of arts, wood, oil 
(Vas. vn. 1C2). Potii wero ori- 
ginally In H. Marco, the latter 
now mucli dimmed, 
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and tlic Presentation in the Temple at the Belvedere of 
Vienna. 

A distant likeness between the first of these Madonnas 
and Raphaors portrait of Maddalcna Doni at the Pitti 
might warrant the assumption that the Holy Family at the 
Corsini Palace is that which Vasari calls a chef-d’ceuvi'c 
done for Agnolo Doni.* The panel is a small jewel/-^ 
with the signature: B. or. pr.*^ 1510.^^ 

The Virgin on a flowery meadow; holds the child who 
struggles to cast his arms round the little Baptist s neck. 
S. Joseph looks smiling at this affectionate scene. It is 
a i)yramidal arrangement, with a thorough combination 
of contours with chiaroscuro and aerial perspective. If 
anything; the figures are a little heavy and unsclcct. The 
Virgin, a fine matronly portrait in profile, with yellow hair 
in bands, covered by a falling veil, is reminiscent of Leo- 
nardo. Some forms arc hard and dryly outlined, such as 
the logs and articulations of the Baptist; and the instant 
action of the infant Chrisfs limbs is incorrect, but the 
touch is masterly. The drawing ai)))cars generally be- 
neath the colour. In certain spots there is strong im- 
l)asto of eiianicl finish with bituminous shadows, in which 
one scc\s tlio track of the brush in Rubens’ manner. Elsc- 
wlioro we have a system like that of Rembrandt in dark 
bits struck with speed and decision over the semi-trans- 
parent bi’own prci)aration. The most charming feature of 
all perhaps is the landscape, in which a glowing vapour 
suggests c()m))arison with the distances of Titian. The 
Fratc has acciuirotl all the tx’icks of hand that betoken 
long exi)oriance, tricks unhappily too easy to bo caught, 
ns they wore in the sixteenth century, by men who had 
not the n(‘.cessary ballast of education to justify their 
use of them.'* 


< Vari. VJL ir>7. 

s Wood, oil, 4 foot 0 by a foot ‘2 
iiKihoH. A copy of a later time 
from thin Holy Kauiily is in the 
MusJo Eabro at Montpollicr, No. 
8t, named Fra Rartolommeo. 


^ A slight disharmony between 
tlio flesh tints and .landscape may 
Iwi duo to cleaning. Some holes 
here and there in the surface of 
the panel have boon stopped. 
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The Holy Family at the Pitti is almost an inverted 
replica of that of the Corsini palace. But the central group 
of the Virgin and two children is balanced by S. J osci)li and 
S. Elizabeth; and the background is a green curtain. The 
composition is Leonardesque; the forms to a certain ex- 
tent conventional.^ 

The Presentation in the Temple at Vienna, a magnifi- 
cent conception, sins by shortness ol stature in the per- 
sonages, and has been deprived of harmony by the re- 
moval of glazes; "but there are few subjects due to Fra 
Bartolommeo in which there is a softer gravity or a more 
melancholy beauty.'* 

To this long catalogue of mastorpiccos historians have 
always added an "Assumption” at Prato, registorcid by 
Vasari, supposed by some to have disappeared, and by 
others to be identical with that which now graces the 
walls of the Berlin Museum.* No very diligent sciarcli is 
required to trace the locality in which it may bo fimnd. 
The Assumption of Prato is not at Berlin, but in the 
great Salone of tho Naples Museum; an archoil panel with 
life size figures; — of tlie Virgin cktatically raising her 
face and hands to heaven as she bonds prostrate on a 
cloud, accompanied by two boy-ang(ilH, of HS. ,lohn tlni 
Baptist and Catherine of Alexandria kneeling at llio fool of 
her tomb.'* To describe tho quality of this "Assumption” 
would bo but to repeat the jjraiso given lo utluir works 
of 1510, the year in which tho Frato sooms to have (js- 
haustod his strength by over exertion. 

Fra Bartolommeo sickened so seriously in the beginning of 
1517, it was thought nceessary that ho sliotilcl lake llie baths 


‘ Pitti. No, 360, not free from 
cleaning ami old roHtoring. 

® Yionua. Itclvodorc. Koom I. 
Ital. sell. No. ‘29, wood, oil, hm- 
cribod: “1510. Orate pro pictoro 
olim saoolli hujus novitio” (Va«. 
Vlt. 160). 

® Vas. VXr. 106, nnnot. ibi, Mnr- 
chose H. 117. 


It in saM that tho A,sHnmptioii 
of J^rato boro tlu^ dato of 1510. 
Tho panel at Naplcja haugn high 
up ill tho Halouo Ho that the dato 
may ho tlioro tlnnigh uuHoon liy 
tho nil thorn of tlioso pagoH. I'ho 
ooloiir is altered hy flaying, 'I hero 
is an original drawing of the work 
in the l^ittl gallery. 
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of S. Filippo.^ He also tried Plan’ di Mugnonefor the last 
time, leaving there a Vision of the Saviour to the Mag- 
dalen, which is almost equal in power to anything pre- 
vious/-’ and then he came back to Florence; where on the 
of October 1617 he died of a malignant fever, 
ilis death; at tlie early age of forty-two, was an irrepar- 
able loss to the Dominicans, who buried him with great 
honour in S. Marco. 

Ilis furnituro and tools, which would have passed to 
Mariotto had he been living, were hoarded as treasures 
for a long time. Many of the cartoons were used by Fra 
Paolino and others, and Bugiardini even completed some 
of the unfinished pieces. But upon this point some er- 
rors may have been handed down to us. 

It has been usual to follow Vasari in affirming that 
the Picta at the Pitti'^ received its last touches from 
Bugiardini; yet tlie evidence of tliis is not to bo found 
in the execution. It is admitted that the composition is 
one of those that Fra Bartolommeo carried out most com- 
pletely. The naked corpse of the Messiah is raised from 
a recumbent to a half erect position by S. John Evange- 
list, whilst the Virgin with excessive love supports his 
head and left arm, tlio Magdalen* embracing his legs in 
an agony of grief. The gi'oup realizes at onco all the 
precepts considered as final in the sixteontli century. 
It is a modification and an advance upon Perugi- 
no’s, combining all th.o tenderness of the Umbrian 
with greater selection, astonishing individuality, pure 
nature, and refined fooling. It is not i) 0 ssiblG to 
cite an instance in which a lifeless form is rendered with 
more flexibility, or with more anatomical accuracy. As 

* Van. yil, 171. Hcapo nro jjrand; ami the scene is 

* The fresco is in a small clun)cl uiiprcssod with a stamp of umisual 
near the entrance to the Ospizio life ami truth. The fresco is a lit- 
of rUiu’ di Muf^'uoiio. The J^a- tic spotted and eaten away hy time, 
vionr holding a hoe, turns away ® (Jujus ohitus. . magno fuit oin- 
from the longing Magdalen: liis nilnis dcitrimonto . . . . Erat autom 
frame is broad and square as com- Diaconus. Obituary in Marchoso, 
pared to hors, her features cx- II. 309. 

prcssivc. The linos of the laud- ^ Pitti. gall. No. 64. 
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regards foreshortening, the Magdalen is unsurpassed. We 
cannot admit that Bugiardini should have done any more 
than the two figures at the sides wl)ich by some accident, 
of which the details have been lost, were subsequently 
obliterated.* 

In order not to extend those remarks to an unwarrant- 
able Icngtli, wo make out a list of Kra llaiioloinmoo’H 
remaining works (genuine and the rov(irs(!) in the most 
convenient order that presents itself. 

Florence. Academy of Avis. Galorie den f/rands Tahleau.v. No. (M. 
Two roiauls iu one IVauio; — in each round a Vir}*.’!!! ami child 
(iVoscos); both rapidly done at oiio pniutinj? without proviouw out ■ 
gay in tone, ahno«t c(j[U{il to thoHO ot‘ diMiigmuiu ami 

S. Marco. — No. 78. Five Troscos in one frame. 1. Figure of dhrint, 
like a Fra Paoliuo. 2. fcj. Catlicriuo, in Fra JtartoIoiiiinoo’H uianuor, 
and of a very elegant gcutloncsM. ,*h A monk of grave mien (a 
little injured). 4. 1:5. Peter Martyr V impoHiug hHouco, a grand ap- 
parition of a friar. 5. S. Chiara, less good, and probably by Fra 
Paoliiio. — No. 82. Five squares iu one frame; four of tbem in 
fresco, one iu oil. The latter, 1. JUisb of Ohnsi carrying his ertiss, 
on canvass, with the line “Orate pro pictore 15M”, of a tliin colour 
darkened by time. 2. S. John the Jlaptist, original, .'h Prolllo of 
a 18. Anthony the abbot perliaps by a disciple of Fra llartolommeo, 
y Sogliani. 4. A female saint (V tins IMagdahm) of soft air, gcnnuic, 
!). S. John the Baptist, of the sixteenth century, (Both lluuu^ 
numbers arc made up of pieces taken from S. Marco, tluksc by the 
Frate all dating from 1510—14.) — A copy of the Ohrist carrying 
Ids cross in the Palaxsio Oorsini, Lung* Arno, at bdoreiuu*, No, is 
called Francesco Francia, but is by a disciplo of tho Frato, 

Florence. Piili. No. 877, .Loco IComo, bust, frosco, Tho. head, of 
the same stamp as that in No. 78 at the Academy, hut of the 
Frato’s early Loonardes(iue time, of mild aspect, deUcatc, and hatched. 

Florence. (Ifflzi, No. 1235. Wood, oil, A small Virgin kneeling 
near a plinth on which tho infant is seated; — from a Uapbaelewque 
composition of the Frato, by an inferior band imitating him. 

• Vasari says (VH. 100—70) that was only drawn and shado wed iti 
the Frato began the picture in H, water colour, Wo cannot ludi> 
Gallo^ which was linishod by Bu- fancying^, there is an error in this 
giardini.^ He adds iu the life of statement; and we ilihik the 
ihigiardini (X. 34B) a <leHoripti(»u lignros of H. Paul and H. Ihitor 
of the subject including two were removed, because they wore 
lignros at the sides, of iBH. Potor out of harmony with the beauty 
and Paul, saying that tho panol of tho principal group. 
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Florence. S. M, Maddalena de* PazzL Sacristy. Centre of au altar- 
piece, the sides of wliich are by Sebastian Mainardi (see aiitea II. 
494, where we unwittingly compared this panel with certain figures 
at Berlin). Subject, a saint, life size, in a niche, wood, oil, re- 
painted over an older one. The character, mould, movement, 
and drapery are not unlike those of the SS. P<aul and Peter at the 
Quirinal,' but the condition under which the colour was laid in 
makes it a little opaque. The art, however, is that of Pra Bar- 
tolommeo. 

Florence. Gallery of the Marehese Pianciaiicki. No. 108. Half 
length of the Magdalen; wood, oil; damaged and reminiscent of 
Bugiardini. — No. 12. Virgin and child (life size) composed in the 
Prate’s fashion, and the landscape not unlike liis, retouched, and of a 
milky transparence, and now resembling a Mariano da Pescia (wood, 
oil). — No. 322. Virgin, child, 8. Anne, 8. Joseph, and three angels, 
a sketch, an old and fine copy of a picture by Pra Bartolommeo. 

Cortona, Sly nor PasserinL Virgin giving the breast to the infant 
Christ, wood, oil, a subject in which the Prate was not loss at hoiuo 
than Raphael. The child a little heavy, the period of cxocutiou 
about that of the Holy Family in the Corsiui Palace at Rome. The 
ground is injured and renewed, leaving traces of a saint in the left 
hand corner. It is many years since the authors saw this Virgin 
which has since been missing (see postea for a copy of it in the 
llolford collection)', 

Sienna. Acudmy. Stanza del Quadri di diverse Seuolc. No. 99. 
8. Mary Magdalen, wood, oil, half life size. — No. 91. 8. Catherine 
of Alexandria. On the latter, the cross and rings, monogram of the 
atelier of 8. Marco during -the partnership of’ the Prate and 
Mario tto, and the date 1512. These two saints were once in 8. 
Spirito of 8ionna, wlicro Pra Paoliuo and Pra Agostiuo, Bomiiiican 
a.ssistants to Pra Bartolommeo, arc known to have been. They are 
graceful and neatly done, but beneath the powers of the Prato;* — 
a little cold in the shadows, clean, and wanting in massiveness of 
light and shade. They look as if they might he by Pra Paolino to 
whom a picture at Vienna with the same monogram and the date 
of 1510 is given, or at all events as if here the Pistoian had a large 
part in a work belonging to the association. 

Lucca, Villa SaUoccJdo. , Five miles from Lucca, is the Villa of 
Conte Bornardiui where there is a jKotty round of the Nativity, 
being probably that registered in the moniorauda of the Syndic of 
8. Marco at Florence as sold for 20 ducats (circa 1613— ICj to “Gio* 
vauui Boniardini Luccheso” (Marchese II. 144). The size of the 
iigures is one third that of life, their stylo a miituro of Pra Barto- 
lommeo and Mariotto. 
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Venice. Galleria del Serninario. Virgin and child (wood, oil, hall' 
life). Pretty, in its old i)ilasterod frame, softly coloured, hut with 
more smorphia and carefulness than was proper to the Fraic, re- 
miniscent of him, however, and suggesting tlio names of IMariotto 
or even Fra Paolino, hut superior to others at the JJorghoso and 
Sciarra collections in Eonie, and the Oorslni Gallery in Florence, 
in which the latter may have had a share. The llcsh is somewhat 
restored. The distance is a landscape with angels in tlio upper i)art. 

rctiice, Darhefis of BcrrL Round of the Virgin, cliild, infant 
Baptist and S. Bartholomew, in the character of the Brosciauini of 
Sicmia. 

Turin, Gallerij. No. 01. Round, wood, oil. Virgin, child, and 
angels, also in the superlieial manner of the Brosciauini, and roddisli 
in tone. — No. 02. Holy Family, called Francia Bigio, the counter- 
part, as to execution, of No. 01. 

Modcim. Gallery, No. 480. Virgin ami chihl. — No. -lOr). 1)'>. 
Very dilforent from anything by the Frate, 

Home, Gallery of the Capilot. Presentation in the iemplo (12 
ligures) partly rej»alnled in the scveutecnih century; tlui vest not 
unlike Giacomo Francia, pariieiilarly in the 8. Anna. 

Home, Palazzo H or y he se* Room IX. No, ,'U, Nativity, dated 1511 
with the monogram of »S. ^larco (seo Fra Paolino). 

Home, Palazzo Sciarra Oolonna. Rt)om IV. No, L Virgin, child, 
and young Baptist, with the monogram of S. Martu) (see Fra Paolino). 

Florence, Gallery of Prince Corslni, Holy Family with the mono- 
gram of 8. Marco (see Fra Paolino), 

Brescia. Galleria Tost Nativity (wood, oil, ligures life sissu), 
composition perhaps hy the Fratc; the tones heavy, flat and with- 
out relief, prohahly by Sogliani. 

Vienna. Belvedere, Fourth Room. Italian sehools. No, 17. Vir- 
gin and child (half length, wood, oil), placed high up, but seemingly 
opa(pio in colour, perhaps hy a pupil of the Frate, Th(» saine Virgin 
and child, more like a Fra Bartolommeo than this of Vienna, is in 
the Pitti (No. 242) uiidor the name of Ihiligo, 

Vienna, Ilarrach Gallery, Virgin with her hand on her hare 
breast, and the child on her knoo, his hand also on her l)reast, and 
holding an orh. Wood, oil, hy a follower of Hoglinui, hut repHintod 
in the flesh. The movement of the (’hrist is rtuniniscent of Bronrduo. 

* 'Vienna.^ Coimi Czernln, Profile of a friar looking up; (»f the close 
of the sixteenth contury, 

Berlin, Museum, No. 240. Assumption. Figures life sissc, wood, 
oil. The distrilmiion and drawing are those of Fra Bartolommeo, 
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of the time when lie and Mariotto were associates, and the lower 
part more particularly like Albertinelli. The comparative rawness 
of the colour may be due to the abrasion of the final glazes. 

Mimich. Pinakothek, Cabinets. No. 597. Virgin and child, canvass, 
not by Fra Bartolommeo, but a copy of a Madonna in the Baring 
Gallery in London. See, antca, Spagua. 

iMiinich. Pinakothek. Cabinets. No.’ 579. Wood, oil. The infant 
Christ on the ground between the kneeling Virgin and S. Joseph. 
Not by the Frate, but a feeble and superficial production stamped 
with the impress of the school of Granacci. 

Mimich. SaaL No. 551. Virgin, child, and S, Joseph. Wood, 
oil, from the collection of Mine. Dubois in Paris, where it was 
bought by King Ludwig the First. Not genuine. Coloured of a vitrous 
enamel, with dark warm shadows rcminiscout of the style of Michele 
di Ridolfo, Puligo, or the Brescianini of JSienua. 

London. Sia/fond [louse. No. 88. Wood, oil, life size. The Vir- 
gin, in profile with the infant Christ holding a reed cross, and the 
young Baptist in rear. The composition seems an imitation of 
those by the Frate and Raphael; but the handling is more modern, 
like that of a follower of Correggio. Such at least is the aspect 
of the piece at present; but whether this is duo to the obvious re- 
painting of the panel or to other causes, cannot he decided. 

London. Gnosvenor House. No. 177. Wood, oil, small. Virgin 
and child under a conical dais, tho curtain of which is raised by 
two angels. In front, 88. Jei'oni and Mary Magdalen on their knees. 
The subject is arranged in tho method of tho Frate and of Ma- 
riotto; it is pleasing and careful, but betrays an ofiort by^ say, 
Michele di Ridolfo, to imitate the masters above named. 

London. IJolford Collection, Panel altarpieco, oil. Virgin and 
child onthroiiod, and two angels holding a piece of tapestry above 
hex'. At tho sides, the kneeling S. Sebastian and a friar. Feeble, 
washy, of life size figures, by an artist later than tho Frate and 
Mariotto. 

[iame Colkclion. Life size Virgin holding tho infant, who lays 
two fingers of his hand on her bare breast, a copy of the Virgin 
once belonging to 8ignor Passorini of Cortona., 

London. Barim/ Collection. Sketch, part outlined, part coloured, 
of tho Holy Family; traces only of the S. Joseph being in tho 
background to tho loft. Tho hands of tho Virgin painted; not clone 
in tho mode of Fi’a Bartolommeo or his pupils and seemingly more 
modern; a little mannered and affoctetl too as if by Raphael del 
Cello in his old age. 
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London, Lord Taunton (Ex-Stoke Park), Virp^hi and cliild, tlio 
latter on a parapet, hotween S. Lawrence and a bearded saint. 
Wood, oil, life size. This is a mixture of Fra Hartolommeo and 
Andrea del Sarto, and not iin probably by Fuligo, the forms oxag- 
gerating the system of drawing of del Sarto, and the Virgin’s head 
being an inspiration from one of the Frate’s. The colour is some- 
what sombre, and not absolutely satisfactory in the transitions from 
light to shadow. 

London, Lord Elcho. Virgin enthroned with the child holding a 
cross, under a niche, a graceful, small thing, of a golden tinge, in 
the mode of Fra Bartolommeo, but without his weighty and supe- 
rior style. We helicvo llie author to ho Mariotto Alhcrtiuelli. 

London, Sir Anthony StirWuj. Orucilixion, Ixdwocii the Virgin 
and Evangelist, a little miiilaturo panel, of most careful oxeciilion 
quite with the impress of the Frato’s school, in the character of 
Albortinclli also, «nnd at the same tiiuo like a fresco in K. Spirito 
of iSicuua. The painter may tlicrcfore ho Fra Paolino. The iuio« 
nation warm and the drapery broadly cast. 

London, Lata Nortinoick CoUevtion. No. 1)5. Kound. Holy Family, 
like a Sogliani. No. 101. Holy Family. No. 111. S»S. Barlholo. 
mew. Biagio and Nicholas. No, 801). Holy Family, not by the 
Frate. 

London, George A. Ilo^ikina^ lisq. No. OlO, at Maucliestor. Vir- 
gin, child, and saints, not on the level of the powers of Fra Bar- 
tolommeo. 

London, Abraham Drrby^ Eaq, No. 1)5, at Maiudiester. Marriage 
of fc). Oathoriue, inscribed: ‘‘Orate pro pictoro”; superlleial, fcohlo, 
by some follower of tlui Frate and Fra Faoliuo, 

Bristol (near). Sir IVilUam Milvft^ Jhtrl^ of hvlyh f'ourt, 'fbe Virgin 
wijtb the naked child holding on with his right hand to the bosom 
of her dress, A fine life hIxq picture, but without th(i high (puiH- 
ties of Fra Bartolommeo. The mixture of della’ Borta and Andrea 
del Sarto might lead one to assign it to Buligo. The tints are 
gay, almost gaudy. 

Glasgow (near), Ilnmiltun Palace, Breakfast Boom, Holy Family, 
Tho cdiild on the Virgin’s lap, hlossiug the young Baptist kneeling 
to tho loft, S. Joseph in rear to the right. Behind, a wall and a 
landscape. In front, a cup out of which a fincdi is drinking (wood, ■ 
half lifo si;5c), Tho Virgin and S. Joseph arc aj)pavcutly taken 
from Fra Bartolommeo; tho two children are lunniniscent of Ka- 
phacl. Tho handling is like that of Buginrdirii or fJogUaui. 

England, Lord H''e7iloek, Two Mars (exhibited IH53 at tho Bri- 
tish Institution). These are of tho Frato’s school, 
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The following is a list of pieces not seen by the authors : 

Genova. See antca, p. 454. 

Bcsancon, CailiedraL Assumption by Fra Bartolommeo. It was 
first placed by the chancellor of Flanders Jean Carondelct, arch- 
bishop of Palermo (born 14G9, f 1544), in his family chapel in S. 
Etienne of Besan(^.on. It came later into the cathedral. It repre- 
sents the Virgin and child on a throne which is carried on clouds, 
by angels. Below stand, (loft) SS. John Baptist, Sebastian and 
Stopheu. Right, kneeling, the patron, John Carondelet, with S, 
Bernard and another saint behind him. On the foreground arc 
roses. Distance, landscape. Of the master’s best time. Passa- 
vant, annot. to Schorn’s Vas. in Kunstblatt. 1844. No. 28. 

Milan, Camillo FumagalU, Assigned (Lett, Pittoriclie. VI. p. 417) 
to Raphael, but accoi’diug to Passavant by Fra Bartolommeo (Ra- 
phael XL 407). Subject: the Virgin and child in centre. Wings: 
SS. Catherine and Barbara. Outer side of wings; Annunciation in 
monocliroine. Sec Marchese IX. 48, and ILassavant II. 407. 

FoUgno, Signor Gregori. Holy Family. Virgin seated with the 
infant on her lap, playing with its hands in the beard of S. Jo- 
seph who stands by. Below, llio little Baptist looks up at the in- 
fant Christ. Passavant (Raphael II. 400) thinks the work (which 
is assigned to Raphael) by h’ra Bartolommeo. 

Paris, Galevie Abel, Madonna del Cappuccino, Said to bo com- 
menced by Fra Bartolommeo, finished by Raphael. Subject: Virgin 
and child, 8. Francis kuoeUng between angels and the young Baj)tist 
giving fruits to the Saviour (see Marchoso 11. 47). Passavant 
(Raphael II. 413) says, Raphael at all evouts had nothing to do with 
this piece, 

Florence, Signor liicasoU, ILoad of Christ on ii tilo (Marchoso II. 

p, 128). 

Florence, Cav, BallleUi. A Nativity (Marchoso II, 128). 

Flor'cnce, Signor FoIpinU Holy Family (Vas. Annot. VJL ICO). 

Perugia, Palazzo Penna, Dead Christ, Virgin and two apostles 
(Marchoso 11. note to p. 81). 


The following are missing: 

Jf'torenve. Madouna belonging to P. M. dcUo Voxza (Vas. Vlf. 161). 
A Nativity for Giovamii Cardinal do’ Medici (ib. ib, 157). Various 
Madonnas in Casa Modici (ib. ib, 107). Virgin in Casa Capponi 
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(ib. ib. ib.)- Virgin, ciiihl, and two saints in Casa Lolio Torolli 
(ib. ib. ib.). S. George and tho Dragon, Casa Pier’ (ltd Pnglioso 
(ib. ib. ib.). Compagnia dc’ Contcinplanti, later in possosHion of 
Ottaviano do’ Medici, a panel of wich no subject is given (ib. ib. 
1C9). Palazzo Niccolini. Holy Family (RieUa, Clnese, Viri. 48). Jiadia 
di Settimo. Virgin giving tho breast to tho infant (ib. ib. IX. ^*25). 

Aj'czzo. lindia de' Monad Neri. Monochrome, head of Christ (Vas. 
VII. 1G9). 

Viterbo. S. M. delta Quercia, RcjsuiToction of (Jliri.st and Coro- 
nation of the Virgin (Vas. XT. .^0, and Martdieso 11, 87). 


Before taking leave of H. MarcO; in which so many 
masterpieces were produced in the course of a cfmtury; 
wc pause for a moment to say a few woimIh of h^'a Pao- 
lino^ who has become inseparable from hiH 8ui)erior Fra 
Bartolommeo. ITo was born about 1400 at I^isioiU;^ and 
received the first rudiments from his fnllnm Bornardino 
cV Antonio del SignoraeciO; a local artist of tho feoblost 
kind, to whom some woi'ks are still assigned.*-^ He be- 
came a novice at a tender age, and is supposed to havti 
taken orders in S. Domenico of Prato; fi'om wheneo he 
was transferred with Della Porta to S. Marco» Tliere he 
was the helpmate of the Frat() and of Mariotto, assist- 
ing them in the execution of pictures whicli still Ixiar tho 
monogram of the atelier. Of those, tho (iarliost and l)eBt 
are: — one under his name dated 1510, a Virgin and child 
amidst saints in tho Belvodero of Vienna; and two saints 
in tlio Academy of Sienna (1514), catalogued as by Fra 
Bartolommeo.'* Equally early, but of loss vahub are: a 
Nativity of 1511 in tho l^alaKzo Borghesc, a Virgin, child, 


^ The Register of death s of S. 
Douicuico nt Pisfcoia contains Fra 
Paolino’soulogy, doscril)ing him as 
having died, aged circa 57, in 154.7 
(Tigri, in Marchesc 11. 870), 

* Pistoia. H. Lorenzo. Virgin 
and saints, inscribedj “Horunrdi- 
mis Ant*> Pistoricn. pis”. 8. FoUco 


(outside). Virgin and saints with 
the signature: “Herniirdiuus Au- 
tonii (io Pistprio pinsit. kS. 

Gio. Fuorcivitas, H, Uoeli with 
tho words: “Itevniirdhio Vecchio. 
1582. Pistoriensis, Prete (Uiiliano 
d’Antinoro fecit Ihu'i” (Tolomei, 
Guida, ul). sup. p. 71), 102. IDH. 1)}, 
^ antoa p, 478. 
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tind youthful Baptist in the Palazzo Hciarra Colonna; at 
Rome; a Madonna with the infant, the Baptist, and S. 
Joseph (1511) in the Palace of Pi'inco Corsini, and a 
Virgin and child in the Antinori Palace at S, Gaetano, 
in Florence^ Such a man, as Fra Paolino, would naturally 
do hotter or worse according as the person who controlled 
him paid more or less attention to his labours* We need 
not for this reason hesitate to class under one head pro- 
ductions like those of Vienna, Sienna, Rome, and Flor- 
ence, the last of which are much below the first. For, 
in spite of the difference in merit apparent in them, they 
all have the same general stamp.^ That Fra Paolino was 
indebted for instruction chiefly to Fra Bartolommeo, is 
shown by the fact that the Crucifixion undertaken by him 
in S. Spirito of Sienna (151C) was till lately considered 
to have been by Della PortaJ* He had free run of the 
sketches, drawings, or cartoons of the latter, and by that 
moans frequently concealed his own deficiencies as a com- 
poser and draughtsman. His most successful effort as an 
executant is the Madonna of Vienna. Colour, on panel 
or canvass, is constantly bricky, opaque, and inky in 
shadow; contours are wiry and mechanical, faces vulgar, 
and drapex’y unnecessarily cut up with detail. In fresco, 
his brush is washy and powerless; relief by light and 
shade is scarcely attained at all; and lifeless stiffness. is 
the conse((uenco. 

After Fra Bartolommeo's death. Fra Paolino made co- 
pious use of the groat man's heirlooms, finishing what he 
had begun, or colouring on his outlines. This is apparent 
in a Piota of 1519 at the Academy of Florence; in other 


1 In 1{)13 Fra Paolino modelled 
two figures of earth which wore 
afterwards phuuid in S. M. Mad. of 
di Muguono. Mnrehese, II. 

p. 207. 

* One painter who might claim 
to bo mentioned for a share of 
some of the pieces named, is 8o- 
gUani, another is Mariotto. But 
Bogliani imitated Fra Bartolom- 


meo at a later period, and the 
stamp of Mariotto is not that ap- 
parent in the works before us. 

* The record pvovhig that the 
Crucifixion of B. Bpirito at Sieuirfi 
is by Fra Paedino, is in Marehesc 

11. 210 -n. 

Frescos done iu 161 i, at Plan di 
Muguoue by Fra Paolino, have 
perished (Marchose If. 209). 
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subjects of the same collection, in a Madonna -with saints 
of 1525;^ at S. Lueia ’5 and another of 1530 in S. Agos- 
tino, at or near S. Gimignano; and equally so in the 
later and more ambitious attempts which decorate the al- 
tars of churches in Pistoia. Fra Paolino had retired lat- 
terly to his native place. He died there of the ollecls of 
a sun-stroke, in 1547.- 

The following register is not to be avoided: 

Vienna. Belvedere. Room IV. Florciiliiio Scliool. No. 412 (can- 
vass, oil, figures life slxo). Virgin and child b(‘.t\voon tho Iciicoliiig 
>SS. Chiara and Catlierino of Alexandria, tlio standing Mary Alag- 
dalen and Dominick, Peter Martyr and Ilarluara. On tho pedestal, 
beneath the inonograin, is tho following: “1510. sul) Inum protisi- 
dium confngimus sancta Dei gonitrix”; and on a scroll at the Vir- 
gin’s feet, tho linos from S. Dominick’s legtmd hy Theodoric of 
Apolda, hcginiihig; “Caritatem hahctc” (March. II. 208). This is a 
good imitation of Fra Bartolommeo, but can^ful and cold in 
drawing, and ill balanced in composition, the oiftmt being that of 
a mixture between the styles of the Fratc and Andrea del Sarto, 
the colour being of a roseate red without massiveueHS. There is 
more grandeur in tho child than elsewhere. The Virgin’s type is 
fine, and her face, turned towards S. Barbara, has some Roftness. 
Tho host figure, however, is that of the kneeling S. Catherine 
which is (piUo renunxscent of the two saints (att. to Fra Bartolom- 
meo, antea, p. 473) in the Academy of {Sienna which for that reason 
we should place immediately after the Madonna of Vienna. 

Sienna, S. Spirilo. Crucifixion, fresco, under glass (see annexed 
outline) proved by records to bo not by Fra Bartolomnioo, but by 
Fra Paolino (Marclioso II. 210--11) assistod by Fra Andrea, of 
whom no other notice exists. The head of the Saviour is not with- 
out refinement^ but tho frame, of regular proportion, is a lifeless 
and wooden nude, lame in hands and foot. Tho ouilinos and dra- 
pery are in Fra Pnolino’s character; the colour likewise. Hatching 
is copious and x'ogular as in engravings. H. Cntheriuo, in profile, 
kneeling, is most like an original of Fra Bartolonuneo. 


^ In 1524 a picture was ordered 
<ff Fra I’aolino for the Servi of 
Pistoia, but was never oxccutod 
(Marehese II. 213. 209). An altar- 
piece done in 1526 for B. Dome- 
nico of Flesolo has disappeared 
(ib. ib. 214). Other works at 


Viterbo are likewise missing (ih. 
ib. 210). 

* Hoe Fra PaoUuo’s long and uu 
intoresUng life in MarchcHC II. 
204 and foil, and records in ap- 
pendix, ihi, n. 309 and folk 
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Wc have spoken of a neat little miniature panel like this fresco 
in the collection of Sir Anthony Stirling (see antea, p. 476). 

Florence, Academy of Arts. Salle des gi'ands Tableaux. No. 65. 
Marriage of S. Catherine of Sienna. Composition hy Fra Barto- 
lommeo^ to whom the altarpiece is given in tjie catalogue, execu- 
tion apparently by Fra Paolino (see antea, p. 452), No, 71. As- 
sumption and gift of the girdle, once in S. Marco, and considered 

by the authors of the catalogue duo to Fra Paolino, is possibly by 

Michele di Ridolfo. 

S, Gimignano (six miles from). S, Lucut a Bahhiano. Virgin and 
child between the kneeling SS. Catherine of Alexandria and Lucy, 
the standing SS. Gimignano, Antonino, Jerora, and a friar in a pilas- 
ter ornament (wood, oil, tigures life size). On the lower skirting, 

throe rounds inclnding a saint, the Visitation and the Angel and 

Tobit. The date 1625 is on the Virgin’s pedestal. The imitation 
of Fra Bartolommeo is most visible in the Virgin and kneeling 
females; the manner, generally, being that of the Madonna at 
Vienna, with leas successful handling. The colour as usual. 

S. Gimignano. S. Agosiuw, Virgin and child on a pedestal at the 
foot of which an angel plays a viol.' BS. Nicholas, Vincenzo Fer- 
rcrio and two others at the sides (wood, oil, figure.*? life size). This 
was delivered according to Canon Pocori (S. Gimignano ub. sup. p. 
542) by Fra Paolino in Juno 1530, to S. Domenico of Pistoia; Mar- 
cheso says to 8, Domenico of S. Gimignano (II. 214). It is done 
from a drawing by Fra Bartolommeo, the group of the Virgin and 
child being a counterpart of that in the Manuage of S. Catherine 
(1611) at the Louvre and in the same episode at the Academy of 
arts ill Florence. Reddish, with inky grey shadows and violet half 
tones. 

Pisioia. S. Paolo. Virgin, child, and saints with angels, under a 
conical pavilion (wood, oil, figures Ufo size). Free adaptation of an 
arrangement taken from the Frate, but without his symmetry or 
grandeur; the most important of Fra Paolino’s performances, hut 
cold and hard, not c(inal to the Madonna of Vienna, though supe- 
rior to those of 8. Gimignano. On the stop of the throne the 
words: **Opus F. I^nuli de Pist. or. i>rm. MDXXVIII”. The yellow 
mantle of 8. Peter is repainted. 

PisUm. S. Domenico. Adoration of the Magi (wood, oil), much 
injured by scaling, dark and opacpxo in shadow. There is muck 
movement and animation in the composition which curiously 
recalls Andrea da Balorno, or Andrea del Sarto; and some grace 
is imparted to the Virgin presenting the child to the king who 
kneels and kisses its foot. Done according to Tolomoi in 15.30 
(Toh Guida, 111). 
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Smne church. Choir, Marrijigfc of 8. CatlicriHO of Sicnuti (wood, 
oil, life size), retouched throufj^liont. The group of A'irg^in and child 
is a replica of that iii S. Agostino of S. Ciniignano. 8H. (Jathorino 
and Mary Magdalen kneel as in the Marriage (No. (>5) at tlie. Aca- 
demy of Florence. Coarse and unsatisfactory. 

Same church. Crucified Saviour hetween tlic Virgin and Evange- 
list; S. Thomas Aquinas at foot, had and much restored. Wood, 
oil, life size. 

Pisioia. S. G, Emngelista^ Fuoremtas. Sacristy. Nude S, Se- 
bastian in a landscape. Wood, oil. This is a long lean figure in 
Fra Paolino’s manner. In part scaled- 

liome. Palazzo Jiorgheac. linom //. No. fil (uaunul J'Va Ibirto- 
lommeo). Wood, oil, with the monogram and dat<‘ of 1511. q^he 
child is stretched on the ground, near him the little Ih-iptist with 
the cross. The Virgin in rear kuccTnig, and S. .losiqjh to the 
right. One sees that the foundation is hy Fra Eartolomnico, but 
nollihig more. 

Rome. Palazzo Scinrra Ooloinui. Room JV. No. 1. Virgin, (dnlil 
and little Baptist (named Fra Bartolomnu‘o) with the monogram. 
Wood, oil, half the life size. In the same. class as iln^ Nativity of 
the Palazzo Borghose, 

Florence. Palace of Prince Coraini. No. 22. Virgin, child, Bap- 
tist and S. Joseph (named Fra Bartolommeo) with the monogram 
and year 1511. SnpciTieial (wood, oil, half the life size), rubbed 
down and retouched, inferior to, hat in the same* manner as, that 
of the Palazzo Sciarra at Rome. I’lio types are. lilui those*, of Ma~ 
riotto. The colour rominiscent of Andrea del Sarto’s pupil PuHgo. 

Florence. Palazzo Aniinovi a S. GacLuno (mimed Mariotto). Virgin 
and child, and Baptist, nredicd (wood, oil, almost life size), An 
angol on the loft is by another hand. This also hears the mono- 
gram. It is like the foregoing, superficial, and lustrous. 

Besides the foregoing wo note as of still loss importance: an 
Assumption at S. Maria del Sasso, near BU)])inuo; a Virgin iiud 
saints in S. Maria delle Grazie atPistoia; two panels at OutigUano, 
a Virgin between SS. Francis and Benedict in the Academy, a 
Madonna and saints in H. Giovanni, the same subject in the Pa- 
lazzo Commune, at Pistoia, ami a Prosontatiem in the Temple, <>f 
largo size, iq the Into Bromley Collection, 


After the deatli of Fra Paolino, tho ■well-wom designs 
of Fra Bartolommeo passed to Suor Plaulilla Nolli in S. 
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Catering of Florence ; — a lady who was born in 1523; 
and died in 1587 (Vas. IX. G, 1 , and annot.). We shall 
only mention one or two of her works^ leaving the reader 
at his pleasure to go deeper into the matter in the pages 
of Vasari and Father Marchese. 

Florence, Acadcnm of A riff. Salle deft grands Tableaux. No. 74, 
Originfilly in Santfi Caterina of Florence. The Marys anti other 
saints wailing over tlio dead body of the iSavimir (wood, oil, eight 
life size figures). The composition is fine, and perhaps an unused 
one of Fra Bartohunmeo, but the execution is a caricature of that 
of the classic school, the females being the least objectionable. Tin* 
colour is dull and opaque. 

Florc7fce. Prince Corsini. Virgin, child, in a landscape, and a 
ligniM'. looking over the Virgin^s shoulder (named Plautilla Nelli), an 
exaggeration of the forms of the Frato, of a low reddish and 
raw tone. 

/icrlbi Musojnn. No. 21)0, Martha complains in the presence of 
Christ, Mary and Peter. This is falsely assigned to Plautilla Nelli 
being dated 1624, a year after her birth. It is a feeble piece of 
which the cartoon seems nevertheless by Fra Bartolommeo. 



484 


THE FIFTEENTH CENTURY. 


Chap. XIV^ 


CHAPTEE XIV. 

MARIOTTO ALBBRTINELLI AND BUarARDINI. 


The unimjjeachablo testimony of records Jias served to 
impress with an additional stamp of truth the opinion 
of Vasari as to the life and character of Mariotto Albcr- 
tinelli. Bom on the of October 1474;’ and put by 
his father Biagio di Bindo to the trade of gold beating; 
he soon tired of the monotony peculiar to this occupation 
and exchanged it for that of a painter. Ilis choice of 
Oosimo Eossclli as a master throw him into contact with 
Baccio della Porta with whom he speedily entered into 
cordial friendship; and such was the inclination f(dt by the 
two apprentices towards each other that their companion- 
ship became insc])arablo; and Mariotto derived from his 
style the name of a second Fra Bartolommeo.* 

We shall not dwell anew on the incidents which pre- 
ceded the monastic retirement of della Porta; nor is it 
necessary to do more than bear in mind, that when the 
Last Judgment of S. Maria Nuova was loft untinished, 
Mariotto remained charged with its completion. What 
chiefly interests us is to sec that during Baccio’s 
novitiate, Mariotto continued the pursuits which had 
hitherto been carried on in common, and gave signs 
of a talented and promising manner resembling in prin- 
ciples as well as in technical methods that of his old 
partner. 


■* Register of Baptisms at Flo- * Vas. VTI. 5 SO. 
rence in Tav. Alfab. ad lit. ot an. 
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What becamo of the earlier pictures which fell into 
the hands of Cesar Borgia at Rome; or the likeness of 
Alfonsina de^ Medici; has not been discovered;^ but there 
is a small Christ appearing to the Magdalen in the 
Louvre ; in which reminiscences of Cosirao Rosselli’s 
atelier are discovered.^ It was to be expected that Alber- 
tinolli should become acquainted with the mode of draw- 
ing in which Fra Bartolommeo's familiarity with the 
works of Leonardo was betrayed; that he should have 
the same types and lively action; the same thin shapes 
and elegant proportion; and that his landscape should be 
touched with the Frate^s careful tenderness. His system 
of painting necessarily had the same fresh sharpness and 
minuteness of. handling. So natural indeed is this that 
the presence of all these features in one panel, leaves no 
doubt as to its authorship. And if in that of the Louvre 
we discover an art loss perfect than that of Fra. Bar- 
tolommeo; it is only because Mariotto had not all the 
gifts of his associate. Both men had the same education, 
both were alike in their veneration of the maxims which 
wore known in the shops of Rosselli and Verrocchio as 
alone true and unassailable. 

There was a time when Mariotto might almost have 
ho])ed to ascend to the highest honours at Florence, the 
time when della Porta having apparently renounced his 
profession, varied his leisure poi'haps by encouraging and 
advising his friend. To this favorable moment wo owe 
the Salutation, engraved in these pages, and ordered of 
Mariotto in 1503 for the Congregation of S. Martino at 
Florence. 

The scone is laid in a highly decorated portico, look- 
ing out upon a fair sky and pleasant country. The Virgin 
has stopped and bends slightly but courteoitsly forward 
as Elizabeth stops up and takes her hand, a free ex- 
pression of joy in her aged face contrasting with the 
more staid and noble attention in that of the Madonna. 

i Vas. VII. 181. * Louvre. No, 25. for a long time 

assigned to Perugino. 
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Both liavc tlic mien and bearing becoming their station. 
Admirable chastity and composure in the one; a winning 
honesty in the other. The action and the drapery are 
equally felicitous. In this application of the Loonar- 
desque rules Mariotto was for this once almost perfect, 
and but for a little stijOfness would be Of[ual to Fra Bar- 
tolommeo, Technically he had not allowed any of tlu^ 
advantages of the age to escape him. All tlie acquire- 
ments known to da Vinci after his doi)ariiire from 
Milan he turned to use for the attainment of full har- 
mony and rich vapour, producing enamel transparence in 
a low key of tone with consummate skill by glazes.* 

To this grand specimen of a picture of style succeeded 
a round of the Nativity now at the Bitti; — a brilliant 
easel-piece charming for its combination of the qualitloK 
of Leonardo and Credi; for noble seriousness in ^ tlie 
face of the Virgin and the pleasing ])lumpn()sH in the 
shape of the infant Christ; the landscape, of Ferrarese 
•minuteness in detail like that of Fra Bartolomnuio’s 
•Vision of S. Bernard.^ 

Shortly after this, Fra Bartolommeo app(rinted JMariotto 
guardian of his brother Piero, and resumed his artistic 
occupations. Whilst he was occupied with the Nativity and 
Circumcision of the Uffizi, Albcrtinolli was busy on a 
Crucitixion at the Certosa and a Madonna with saints, in 
S. TrinitJi of Florence. 

The fresco, a simple form of an old theme, with the 
Magdalen at foot, the Virgin and Kvangcilist at tlu» sides, 
and angels gathering the blood from tlui hands, is very 
much in Fra Bartolommeo's manner and tells by com- 
parison what the lower parts of the Last Judgment at 
S. Maria Nuova must have been.** .The Madonna, now 


^ On the i)ilaHtorH, ono roads: 
‘‘Aniu) MUni,” The pro della, —An- 
nunciation, Nativity, and (Urcum- 
cision, is not loss able than tho 
principal incident , though raw from 
tho abrasion of glasses. 

^ I^itti. No. 365. Wood, oil, liguros 


half tho life size. Tliroi» angels in 
the sky sing from a scroll, 'i’o tlus 
right behind tho Virgin, H. Joseph. 
Tho shape of the Madonna is a 
little less noble and more s<iuaro 
than in tho Halutatlon. 

® Inscribe A: “Mario tti Floroutlui 
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at the LoiivrO; stands on a pedestal, the infant in her 
arms giving a blessing to SS. Jcrom and Zanobiiis who 
kneel in front. Like that of the Frate in the altarpiccc 
of S. Marco, the group of the Virgin and child is fine 
and full of feeling. The two saints are well proper- 
tioned; and the distance of hills is varied with episodes.’ 
We dwell at length upon this period of Albortinelli's life, 
because he then achieved his greatest successes. As he 
grew older taking many pupils, such as Giuliano Bu- 
giardini,*^ Francia Bigio,*’ innocenzo da Imola,'* and Pon- 
tormo;''* he wasted more than Ins leisure in a vain attempt 
to improve oil mediums. 

A Vii’gin and child with the infant Baptist, dated 
1501), and greatly injured, in the Fitzwilliam Museum 
at Cambridge, sciwcs loss to prove this than to show 
that Bugiardini was probably then a journeyman in his 
shopJ’ A bolter illustration is the Annunciation of 1510 
which passed from the Conipagnia di S. Zanobi to the 
Academy of arts at Florence. In order to suit this sub- 
ject for its ])osition, he placed tlic panel on the altar 
and studied the perspective as well as the play of light 
and shade on the spot; and as he had some peculiar 
notions as to the propriety of combining marked relief 
with fusion, ho tried a number of experiments with 
but little satisfaction to himself.’ The result, as wc 
now see it, was an cxcossivc lucidity of colour, ob- 


opus pro quo pntros Dcua onindus 
c«t. A, 1)., M . OCCOOVI mous. 
>Scpt.” 

* Louvre. No. 24. Ouo rends on 
the base of the pedestal: “Mariocti 
J)c))ortiuollis.Opus A. I). M”1)VI.’’ 
'Pile pkjturo Avas ordered of Zanobi 
del Maestro and Avas taken to Pa- 
ris before 1813. Adam and Eve 
near the Tree of KnoAvlodjyc are 
on the pedestal as a basrelicf. In 
the background S. Jcrom prays at 
the foot of the cross, and S. Zano- 
biuB revives the child. The colour 
is of good impaste but raw from 
the removal of glares. 

* Vas. VH. 187 and X. 347. 


1 « VII. 187. 

I 4 Yxr. J87 and IX. 03. 

» Vas. XI. 30. 

® No. 5, Wood, oil. Tho Virgin, 
erect with a pomegranate in her 
right hand, holdn tho infant, stand- 
ing, on a i)arapct. Tho latter liangs 
on to the bosom of J-lis mother’s 
dress, whilst tho young Baptist 
looks on and carries tho reed cross. 
A bird peeks food; and a vaso of 
flowers is placed on the wall. In 
front one roads: “Mariotti Elorcn- 
tini opus 1501).” Through a win- 
dow, a landscape, tho whole cover- 
ed over with modern repainting. 

7 Vas. VH. 184-5. 
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taincd by a copious use of strong varnish in tho oils; 
and a substance at once viscouS; flowing; and difficult to 
model. Time dealt severely with this example^ and what 
it has spared has suffered from restoring; but besides, 
Mariotto gave evidence of an extravagant fancy in the 
confused arrangement and strange drosses of the angels 
surrounding the apparition of the Eternal; thus casting 
into tho shade the finer points made in the fair types 
of the Virgin and angel. The subsccpiont removal to a 
gallery where the effect of a low centre of vision is 
negatived by hanging below the lino^^ combines with 
other disadvantages to give Mariotto's work an unfavorable 
aspect,^ The circumstances under wliich ho brought it, 
after incredible labour, to completion were such that a 
valuation by competent persons became necessary, and 
Pietro Perugino, Ridolfo Gbirlnndaio, and Francesco 
Granacci, had to give thoir opinion before the i)rico was 
finally settled.^ 

In a more quiet and loss fanciful mood, Albcrtinclli 
had occasion to ftirnish to S. Giuliano a Trinity on 
gold ground, and an enthroned Madonna adored by two 
kneeling saints, which from thence laxyo botm trauKlerred 
to the Academy of Florence.** 


* Floronce, Academy of Arts, Ga- 
lerie des grands Tableaux. No. 78, 
The glory has become (luitc bUiclt, 
and disharmony is increased by tho 
flaying and repainting of tho lower 
parts. 

« Vas. VII. 185. 

* Floronce Academy. Galcrio 
dos grandsTabloaux.No. 70. Wood, 
oib tho gold ground remowod to 
the detriment of aoino outlinoH. 
Tho face of tho Eternal is fine, and 
well preserved; in typo like one of 
Fra Eartolomeo’s in IS. Romano at 
Lucca. Two angels at his foot 
are pleasing and reminiseont, as 
regards action and form, of tho 
Raphaelosque. Tho arrangement 
is on the Frato’s principles; — 
the drapery broad; but the colour 


is of the same kind as iu tlio annun- 
ciation (Vas. vn. 188). 

' In tho liorliu Musouin. No. 

A round of tho Trinity under Ma- 
riutto’s name is very like tho ahovo 
in rospoot of arrangoniont, though 
more like a work of Granacci iu 
touch and juodo (d* colouring, 

^ Florence Academy of Arts. Ga- 
lorio dos graiuls Tableaux. No. 7’*i. 
Montioued by Vasari (VIL 188). 
Wood, oil, ligures Ufo sirm. Tho N'ir- 
gin is enthroned with tho infant bo- 
tween HH. Jolin tho Ihiptist, Julian 
Domhiiek, and Nicholas, A bob 
handling boro reminds us of tin 
Madonna at tho Eouvro ’of 1500 
with somothingaklu toRidolfoGliir 
landaio. Tho ugures aro firm an 
well nroporfciouod, tho chiaroscur 
well defined, the colour a Uttlo bol4 
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In the midst of these occupations the friendship of 
Fra Bartolommeo, whose fame was increasing daily, 
had not been' neglected. We have seen how vainly 
Mariotto tried to mediate in the summer of 1507 be- 
tween him and Bernardo del Bianco. After the return of 
the Frate from Venice, the want of a skilled superin- 
tendent in the atelier of S. Marco became evident, and 
the old partnership which had been broken up in 1500, 
was renewed in 1510- Very few of the pictures under- 
taken while it lasted enable us to distinguish the hand 
of either artist. We barely have a trace of Albortinclli 
in the glory of the Murano altarpiece at S. Romano of 
Lucca. His presence is more decidedly apparent in the 
lower part of tlie Assumption at Berlin, and is slightly 
betrayed in the round of the Nativity at Saltocchio near 
Lucca. 

At the division of profits which took place in January 
1513, a panel which fell to Mario tto’s share was one of 
Adam and Eve, contoured and rubbed in by Fra Bar- 
tolommeo.^ After Albertinclli had digested the cha- 
grin caused by the sepax’ation from his friend, and re- 
pented of having turned publican, wc think th*at he took 
in hand this little piece, which is now at Castle Howard. 
On the left sits Adam in profile, obviously bent on dis- 
suading Eve who stands against a tree about to pluck 
the fruit. She is tempted by the whispering demon 
whoso body is twined about the trunk. In the landscape, 
the Creation and Expulsion arc introduced as subor- 
dinate episodes. This is an exquisite thing, correct in 
the anatomy, proportions, and action of Adam, astonish- 
ingly appropriate in the hesitating^ movement of Eve. 
In spite of minute treatment, the touch is firm, and the 
tone rich, sweet, and airy. 

Nor is this a solitary specimen of Mariotto's power. Its 
counterpart is a beautiful Sacrifice of Abraham, preselrvcd 
likewise in the collection of Castle Howard;^ and a simi- 

^ Memorandum of Mariotto (Jan. * Both those little pieces have 
6. 1613 n. s.) in Marchoso It 366, been successively called by the na- 



lar character is marked in throe fragments of a Corona- 
tion of the Virgin at the Museum of Carlsruho.* 

We cannot suppose that Mariotto long roinained abseiit 
from his easel. For some months only did he keep a 
tavern at the Ponte Vocchio al Drago near the gat('. ol‘ 
S. Gallo; and congratulate himself on having entered on 
a trade where he should bo ft'oe from the taunts of cri- 
ticism; and hear no more of muscles; of foreshortening; or 
perspective The means which had enabled him to take 
this strange step wcrc; no doubt; soon exhausted ; and in 
March 1513 ho was glad to accept a commission for a 
shield of arms in the Palace of the Medici on the occa- 
sion of Leo the Tenth’s elevation to the Pai)acy.*^ 

The Annunciation at Munich, though uudatod, is but a 
continuation of the manner illustrative of this pciriod in 
Albertinelli’s career, combining the ologanco and pious 
spirit of Fra Bartolommeo with a s(mliinout and nielhud 
of colouring like that of Andrea del Harto;^ It shows 
that Mariotto, in this instance at least, could buccchuI hi 
uniting strong contrasts of light and sliado to atmosjihere 
and fusion of colour, and preserve at the same tinu'. tru(‘, 
proportions and flexibility in nudc.''‘ 


Mies of liaphnel, F. Fniiicia, and 
Loroiizo Costa; and arc the linost 
speeimenw of Alhortiuolli when Jio 
strove to rival Fra Bartolonimoo. 
In tlio sacrUicc, Ahrahain holds las 
knife to Isaac’s throat, as thoan^ol 
stops him and points to the lamb 
in a distant bush. The anj^el’s 
wing's arc tonched in gold. 

• Oarlsmho Museum. No. A 
boy- angel and part of a second with 
dowers, with a piece of the dross of 
the Virgdn the rest of whose form 
and a piece of the Kodeemer i.s in 
No.3*2d. whilst the third bit (No. 326) 
shows an angle of Christ’s dross, 
and another boy-angel. Those wore 
perhaps done during the partner- 
ship withtIicFratc.Tliofio mimbors 
at Carlsruhu are under the name 
of Fralhirtoloimnoo, hut the draw- 
ing and execution are Mario tto’s, 


the llosli lights ho.ing rod, the 
shadows of a greyish blue juid tht‘ 
vehicle viscous. 

» Van. VIL m-A. 

3 Ih. ib. ib. 

gr. in the aunuuemtion al 
the Pitti No. VMu 
^’JVluuieh. Pinakotludc. Saal. No. 
545. At the sides of tlu' jiriucipnl 
group stand, a lino naked H. He 
bastian with an angel coiiHoUug 
him by pnisenting the palm of mar- 
tyrdom, and H. Ottilia with a dag- 
gorin her throat (wood, oil, Hgurcs 
almost large as life). The picture 
has been unevenly cleaned, the dis- 
tauco and foreground (the latter 
especial ly) being much abraded. 
The iiesli shadows are slightly riili* 
bod away and hence a little cool 
and grey. Purchasml at Florence 
in 1832. 



111. I, ny rjijijl. 


49 


At tho very last; and when one might think that Alber 
tinolli unist have surrendered all hope of receiving uscfii 
inspirations from tlic study of great cotemporary master- 
pieces; lie was induced to proceed to Home; whither; ac- 
cording to Vasari; ho journeyed by way of ViterbO; after 
having finished tlnu'c a picture begun by Fra IJarto- 
loiuinco in kS. M. della Quercia. He had scarcely 
given the linal touch to a Marriage of S. Catlicrino for 
Fra TNlariano at S. Halvostro; when he was seized with 
an illness which so prostrated him that ho was brought 
liack on a Utter to Florence; where he died on the 5^*' of 
November 1515.* 

Some (loul)tl'ul classifications in i)ublic and private col- 
hictions make tho following list desirable. 

Flovt*nV(\ (^f/lzL No. 1183. Tho (Uuid (Jhrlst, on tho j^roiiud, at 
tho Toot (»f tho croHH, isurroundod by the JOvaup^elist, tho Mnvys and 
othor roninloH. Uuiiniiortant, but memories of Raphael’s 

stn(li(‘H for tho sauio Hubjoot. Not certainly by Mariotto. 

Flore/irc, Vrltwv. VomnL No, 20. Wood. Tainted from a car- 
toon asHig'nod to Jiapliaol (No. 22) in the Academy of Arts at Flo- 
rouco, by an artist subsequent to Ridolfo (Ihirlandaio. 

iV. Votitnhio'ff, I/vrmUme, No. 21. Named M. Albertinelli. Mar- 
riage of fS. Oathorino in tlio prosonco of S&5. John MvangoHst, Ni- 
ch<»IiiH, St(‘.phon, Francis, iforoin, John JJaptist, and two others. 
Wood, oil, lignroM largo ns lifoj formerly in tho Brnschi Palace 
at l^omo. In its present couditiou, being much restored, this is a 
mi.xturo of Hogliani and llar.ssi, tho stylo of tho latter especially 
(dear in the Virgin and four principal saints at her sides, and in 
the sky with its dark cloud; the rest more Floreutiuo, tho S. Ca- 
therino particularly coarse and heavy. Ago and retouching have 
changed the colour. Ilonco lack of harmony and trunsparonce. 

S, /Wm/n/r//. Lttuv/Uo.nbevij (jnllevf/. No. 43, Named Gaudenzio 
Ferrari, Wood, oil, iiguroB almost life size. Virgin and child be- 
tweou 8. Joseph and the sleeping infant Baptist, in a landscape, 
with angels playing iustruments in the air to the loft. Hero tho 
stamp of Mariotto i« more marked than in tho foregoing, but tho 


« Vasari Vi I. 18(h His death on 
that day mid bis Inirl/il in S. I Hero 
Magglore are proved by the regis- 


terofdoathsadann, 8co Tav. Alfab. 
uh. «up, Of Ilia works at Romo 
and Viterbo not a trace remains. 
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surface has also been deeply dauia<jecl by retouching. The i)aiuter 
seems to bo Sogliani or some other Imitator of the same sort. 

S, Petersburg, Prince Gortschakoff, Kound of the Virgin, c.liihl, 
infant Baptist, and two female saints. Wood, oil. The composi- 
tion, after the fashion of the Erato, the forms nud faces reminis- 
cent of Eaphael; the young S. John heavy and grot(JS<iue. 'J'he 
want of feeling and other features here betray Andrea del {Sar- 
to’s pupil Puligo. 

London, National Gulhryl No. C45. Virgin and child, once in 
possession of Mr. Beaucousin in Paris, like a Marioito, but possibly 
by Sogliani when imitating Fra Bartolommeo. 

Paris. Ex-PoiiiHiiles GtiUcry. Wood, oil. Virgin, c.hild, th(^ boy 
S. John, and S. Joseph in distance. Named AlbertinolU, This is a 
rudely executed adaptation of Mariotto and Era Bartolommeo by 
Sogliani. 


In the number of Mariotto^s pupils Vasari iiamciH Vi- 
sinO; whom elsewhere he has called a disciph^ of Krancia 
Bigio.^ Amongst his performances the luHtorian ukuiUouh 
one ^^of Christ taken from the cross togctluu' with the 
thieves; in which there is an ingenious and intricate ar- 
rangement of ladders This description iieints to a 
panel now in the Galleria del Scminavio at Vonic(b’* 
unlike the joint ^^Doscont from the Cross^^ by Filippino 
and Perugino, but carried out witli a view to onmlaio 
Andrea del Sarto and Michael Ang(do. VLsino thus 
proves, how an inferior talent assximos the ’ garb of 
bettor onos; with a strange diversity at various periods* 

A Virgin and child; classed nbt improperly as Pon- 
tormo in the Academy of Arts of Bologna; but attribiilod 
by many to Visino or Bugiardini; is another example of 
the mixture above noted* There is something of the Mi- 
chaelangclosquo ; a little of Fra Bartolommeo, more of 
del Sarto ; particularly in tone, Tho authorship may 
therefore bo tho samo as at Vonico* But Visino is not 

* Vns, VII, 187. 8. I ® M- ligiirctj uudef tho head; 

® Ib. ib. ib. I “School of l^crugino.’’ 
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alone in suggesting reflections on the productions of Ma- 
riotto’s shop. Bugiardini; Innocenzo da Imola, and Fran- 
cia Bigio; having been there; may all more or less have 
taken a i)art in the pictures that issued from it. Mal- 
vasia is inclined to doubt Vasari's assertion as to the con- 
nection between Alberthielli and InnocenzO; and perhaps 
his Florentine bias may be due to other causes. But 
setting him aside and consideinng such pieces as raise 
doubts whether they arc by Albertinclli or his journey- 
men; we may form a class apart; in which traits of Al- 
bcrtinolli and his disciples are commingled so that the 
result is unlike Mariotto absolutely; and also unlike what 
the several subordinates wore when they assumed their 
indoj)en(lencc. One of these is a Virgin and child in the 
collection of the Duca Coi'sini at Florence; a round to which 
graceful groui)ing and a beautiful landscape; on the model 
<d' Mariotto and the Frate, give a certain interest; but in 
which paltiy nude, pinched features; and affected melan- 
choly are to be observed. These we arc taught to con- 
sider as peculiarities in the lirst manner of Giuliano Bu- 
giardini; loading us to the belief that tlic Madonna of the 
Dtica Corsini may be his when under the influence of 
Albortiuelli.^ At Turin; toO; is another specimen of the 
same kind; a I'ound of the Madonna with a standing 
child, the young Baptist; and S. Joseph loading the ass.^ 
Tlie Virgin's face varies little from Mariotto's type; whilst . 
the aged head and short stature of the Christ; and die 
vulgar heaviness of the little B. John disclose the deri- 
vation of Bugiai'dini from a school where lie was enabled 
to assume something of the air of the great masters witli- 
out much original talent. Both at Turin and Florence; 
the colour is cold and a little raw. 


‘ The Virfjfiu sitH ou h bnnk in a 
luu(lHCftT>o in which the Nativity 
and Vislliiitioiuiro distant episodes. 
Tht) iigurcH one third tho sissc 
of life (wood, oil). Tho forms of 
the Virgin rocallthoBo of a Madonna 
(No. ‘220 at tho XJflissl) midor Ihi- 
glardiui's uamc, long under that 


of da Vinci, in which we find the 
toolmical handling of a scholar of 
Mariotto conjoined with the typo of 
Leonardo in which also the shape 
of tho infant Christ is heavy and 
puffy. But BOO tho text postoa. 

* Turin Galleiy. No, 584. Round, 
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Gmliano Bugiardini whose earliest period of artistic 
development has thus been traced, was (ddev by throes 
years than Mariotto, and was born in 1471 in the suburbs 
of Florence.^ 

The diligence which he exhibited in the garden of the 
Medici, endeared him to Michael Angelo whom he fol- 
lowed into the shop of Domenico Gliirlandaio.® lie af- 
terwards performed tlic duties of assistant to Mariotto at 
Florence and Gualfonda, and was one of those whom 
Buonarotti uselessly employed in Rome when he lirst un- 
dertook the ceiling of the Sixtiuc cha])ol.'^ During a 
long service in irresponsible capacities, ho was admittesd 
to have been known for assiduity and precision in trans- 
feiring the dx'a wings of othci's to pan el. When ho ad- 
vanced laic in life to an independent ])osition, his ability 
in undertaking oi'iginal subjects was nocossarily sliglit, 
and he confined himself to the handling of the simplest 
incidents. 

The Virgin and child, alone or accompain<Hl by the 
little Baptist, sometimes attended by saints, was his usual 
theme; illustrations of which wo find in the Madonna at 
the Uffizi known for years as by Leonardo; in a Virgin, 
child, and Baptist at the Museum of T..{iip>!iig, a Nativity 
at Berlin, and a Marriage of H. Oatliorino at tin* Pinaco- 
teca of Bologna. 

Bugiardini did not fail occasionally to discorji the grace*- 
ful and appropriate in his cotomporaries. His grouping in 
the Madonna of the Uffizii is not without merit. The 
Virgin's face, with its broken outlines and wasted an- 
gular features, is cast in the mould of Leonardo s nun at 
the Pitti, though tinged with a sickly melancholy. Her 
action is not without sentiment, her head being ponsivedy 
bent, and her hand pointing at the breast whicii the clnl<l 
has just abandoned. There is even a Rapbaelosqmi move- 


wood, oil, V 4 of life sizo, 

cnllcd Mariotto (i*). 

^ ® ^co the income return of Iuh 
fatlior, Fioro di Mariano di Ilona- 
giunta, in Tav.Alfab, nb. sup. 


»Vas. X. 34C, 7. 

3 Vas. XII. too. - (jiren tUOH. 
^ Van. X. m. 
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ingnt hi th(i Boy, heavy and round tliougli liis shape may 
be. The draimry gives a good account of the frame and 
limbs beneath, as it does in Mariotto and the Frate, but 
is rendered more after Micluicl Angelo’s fashion. The 
colour is full of light, of good impasto, and fused like 
that of Albortinolli. Wo mark in fact the effect which 
a constant observation of tlio best models produces on 
I’ugiardini.' Tu the Leipzig Madonna, greatly as it has 
be(in Injured, the same dependence is manifested; and in 
a jdc'asant landscape (liuliano socks to tint the hill-sides 
with natural variety according to their distance, and to 
givo depth on the principles of l)a Vinci. But his types 
are more vulgar and fleshy, his drawing more incorrect, 
his drapmy -more festooned than at the Uffizi.^ The Ber- 
lin Nativity, of hotter preservation, is composed and 
linintod more particularly in tlio method of Mariotto and 
the Frate, iu a strong low key of hannonious tone, the 
figures still faulty and short.’* A more effective dis- 
trlhutioHj hotter forms and truer proportions in tho “Mar- 
riage of H. (latlmrino” at Bologna, aro insufficient to cora- 
[lensato for the bricky lingo and rawness of a iiicturc 
marked by something like tho manner in which Inno- 
conzo da Imola afterwards betrays his c-ontact with tho 
hMoreufincs.'* 

Another phase in Bugiardini’s character is to bo noticed 
in genuine works in which the personages, instead of 


' Ufdzi. No. 220. WiKiil, oil, 11- 
rtll but life Hiasu* U'ho tyjxi 
of ihu child in like iluit in tlio 
TurinMadouua (antoa). The colour 
Hha(lowc<l in ffrey, I’uaod like that 
in Mariotto’e Virgin nnd BaintH 
(tfiOG) at tho Louvre. Tim jirovail- 
iujytmmirt roHyJiut HouK^HliarimoHs 
haH boon croatotl by old cloanlng 
and tho ooiiHcquout dayinji^ of 
glasscB. 

* Loipzijy MuBOum. No. U3* Ca- 
talogfxmd, Uiulio Komano, tho in- 
Horlt)iion,havin|arl)(mn altered from 
“Jul. hTor. f.” to “JuL Ro. Tho 
Vlrf^in holds the infant in horarms, 
the JJaptist iu front pointing* to 


him and holding the rood cross, 
tho drawing* heavy, puffy, mid in- 
correct. The niinbu.soH liave boeu 
removed; and many parts, cx. gr, 
the rtliadow on the Virfjiu’s clioek 
and neck, the child’s hand, and tho 
foot of the Jlaptist aro repainted. , 

» The infant sits on tho ground 
adored by tho kncolhig Virgin, 
right, yy. John Evanj,^oUst and 
Philip; left, SS^Jorom and Joseph. 
In the air is an angol, (Ustamie 
landscape. Inscribed: '*Jul. Plo, 
fac.” Wood, oil, figures life size, 
well presorvod, 

* Bologna ]!*inacotoca. No. 2G. The 
Virgin has tlio child on her knee, 
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being short or puffy, are on the contrary thin and siualh 
The tendency in these is to remind of Leonardo and Ra- 
phael, and; in certain motions, of Michael Angelo, the re- 
sulting cento being highly finished and far from unpleasant, 
though wanting in the stamp of indcpcndonco and origin- 
ality. In the gallery of Signor Battista Mansi at Lucca, 
a Holy Family, inscribed with Giuliano^s name and the 
date of 1520,^ shows us the Saviour plucking dates from 
a palm and giving them to the Virgin by whoso side the 
infant Baptist kneels. The landscape is the old one of 
the Frate, but the composition is a mixture of one by 
Leonardo and Ra]Dhachs Madonna del Cardollino, the? faces 
displaying an effort to attain the gentleness of Sansiio^s.* 
A variation of this, at the Padri Filii)pini of Bologna, is 
equally pretty and soft in colour; smaller and most care- 
fully handled.^ 

Michael Angelesque attitude is observable in th(i strained 
grace of the principal figure in a round at the Zamboc- 
cari ' Gallery in Bologna, whore the Virgin sits on a bank 
with a book in her hand near a grove of trees, and turns 
at tho call of the infant Christ who has catight sight of 
the young Baptist coming.'* The styles is otherwise*, si- 
milar to that of tho Virgin at Lucca. It may bo rejcogn- 
ized in a round at the llonnitagc of S. Petersburg falsely 
assigned to Pacchia.'** 

who gives ’the ring to Catherine, Floroutinus iaciebat. In tho 

S. Anthony with one log on tho (llstnnco S. Johoj)!! and the hhm. 
step of tho throne at tho left side; » Wood, oU, 4 foot by lb 
tho little Baptist at the Virgin’s Wood, oil, without tlu^ H. Joseph. 
fcct._ Wood, oil, all but life size; ^ Wood, oil, liguroH third life 
iuscril)cd; “Jul. hUo, fac.” 

^ This picture was probably (lone 
in Florence, as a record ofSoptom- 
hor 1520 exists in which Bugiar- 
dini is proved to have joined lli- 
dolfo Ghirlandaio in valuing an 
altarpioco hy Jacopo doliScllaio, in 
8. Frodiano del iUgallo, 

® Wood, oil, hguros life size. Of 
a ruddy tone, tho young Baptist a landscape, ^J'ho fonns arc small 
with his wooden cui) injtirod by and thin, hardly ontlincuh and with 
restoring. Inscribed: “Juliatuis precision* cnnnudlt^d and a little 


size. Very careful, the lights in the 
infant Christ’s hair gilt. 

^ B. Petershurg, Hermitage, No. 
85. Wood, oil, transferred to can- 
vtiSH. Tho Virgin on the grotind 
with the infant on her to 

whom she shows a book, the Bap- 
tist asleep on tho right, H. .foMeph 
coming up with a biiudio of hIIcks 
and a barrel on tho ridit distance 
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The number of Bngiardinrs panels in Bologna might 
lead to the inference that during the troubles of the years 
previous to 1530 ho remained at a safe distance from Flor- 
ence. Ills stay at tlio latter place in 1520 is known to a 
certainty by the record of payments for decorating the 
balustrade of the rostrum in the Palace of the Signori.'* 
After tli('- peace lie was. constantly Michael Angelo's com- 
panion at Florence, and was wont to divert his melan- 
choly by harmless vanity and amusing self sufficiency, 
lie had the conceit of a Elox^entinc Boswell, following 
Buonarotti like a shadow, and sunning himself in the 
borrowed Ught.'^ When the statues of the Day and Night 
at S. Imrenzo wore finished in 1531, Bugiardini copied 
the latter on the wing of a triptych with the accompani- 
ment of a lantern in the foi'm used for trapping birds at 
dark; an idea as ludicrous, says Vasari, as if he had co- 
j)i(Kl a nightcap, a pillow, or a bat.*^ With some diffi- 
culty ho once obtained a sitting from Michael Angelo for 
his likeness, and having kept him two hours, produced 
a portrait in whicli one eye seemed awkwardly trans- 
posed into one of the temples Nothing would induce him 
to connect the error, for if error there bo, he said, it is 
in llu^ original.* The portrait is supposed to he that of 


rnw lu r.olotn*, iiol» by Paculiin to 
whom it iH HHcribod but by Buffiar- 
itiul. 

< Ardiiv. di Hiato di Fiinuuso. 
fStuussiauKUiii tlo.’ Sijjfuori o collo^i^i 
1>. inai t(» 1527, 

j)io 5, Oedobris 1520. 

“Itoin rttau/dnrouo tdioduiti inas- 
Hui, — diono 0 al d‘* Oa- ; 

ijiarlinji^t) (Udla Oauu^ra doll’ Armo 
lior. 20 birjjfld d’oro iu oro iiotti; — 
Htmo i)or dar^^;!! o pgaro a Giulia- 
110 Bu(.?iardiui ilipoitoro uor parto 
<l(il prc*%ico do! oavtiuio cdio Uii fa 
dol diHoj^no dtdla HpalUoro doUa 
riiijifldora dol BalasiZif, do' nontri 
SiKUori, k* <iuaH hi anno a faro dl 
nuovo — ' per esHoro quollo olio di 
proHcuto HI a(kq)wuo, eonstmwito, 

von. in. 


j»*uastc c disouorcvolo.” Favoured 
by 0“ MUancsi. 

JIc waa a member of the cliib 
of the CasJKUola of wbiob more in 
the life of Andrea dol J3arto (Vas. 
XI r. 11— IS). 

3 Vhh. X. 362. 

H\u ib. 360. Mioliacl Augolo 
Huocoeded in getting for Bugiardini 
BebaHtiaii del Bioinbo’a portrait of 
Gkmumt tbo S(‘vcntb, from which bo 

(Giuliano) made a picture of that 
Ik>pe iu company of Bacolo Valori 
(hoc Gayo 11, 228 and Vas, X. 133), 
and anothor of the Popo with Fra 
Niccol?) Hchomhorg archbishop of 
Capua (VaH, i)). ib.). Bugiardini 
also copied Kaphaol’s Beo the 
Tontli Hubstituting Cardinal Oibo 
for Cardinal <lo’ Kossi (ib, ib, X. 
350), and ho took the likeness of 

32 
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the Louvre, which certainly has something of Bugiardiiii, 
though feeble even for him, and of a hard dull reddish 
tone.’ 

A letter of Giovan Battista di Paolo Mini, dated Sep- 
tember 29. 1531, addressed to Baccio Valori, tcdls of a 
visit from Michael Angelo to Mini togetlicr with Bu- 
giardini; and a second, interchanged between the ttanu! 
persons in the following October, mentions the Rajic of 
Dinah, which Giuliano was then finishing from a design 
by Fra Bartolommeo.- The picture is now in the Belve- 
dere at Vienna; and done clearly from the FraUfs sketch, 
but without stylo or harmony of colour,* and far loss 
successful than the Martyrdom of S. (.'atheriius tak(iu 
about the same time from a composition of Michael An- 
gelo’s for the Oai»pella liuccllai at S. Mai'ia Nov(dla ol‘ 
Florence. It is a pity, indeed, that so grand a distribu- 
tion, one so complete in the relation of the groups to tlus 
architecture, should be man’cd by the want of ])owor e.x- 
hibited by Giuliano.^ 

Few of Bugiardini's panels or canvasses in addition to 
those we have mentioned remain to bo noticed. Wo mark 
one in the Casa Susanni at Mantua,* others in the Go- 


the lustorhin Gniccinrdini (circa 
1634 ? Vas. ib. 349), Those aro all 
missing, as well as the frescos at 
Baccio Valori’s country-house and 
other things too Humorous to men- 
tion (Vas. X. 347, 348, 349, 350). 
Wo have seen that he restored the 
four battle pieces of UcceUi at 
Gualfouda (see antea). 

* Louvre. No.52C. A white hand- 
kerchief is on the head, inscribed: 
“Miclia. Ango. Bonarottanus. b^lo- 
rentinus sculptor, optimus anno 
./liJtatis Sum 47^’ (ergo done 1622)^ 
'rhe stylp is tlwit of a man anxious 
to work in M, Angelo’s way, hard 
in drawing, dull red in light? inky 
iu shade, surface smooth as in 
Bronzino an<l Pontormo. 

* This correspondence is inGayo 
Carteggio IL 228 and foII«. 

® Vienna Belvedere. Venez. Hch. 
55im, II. No. 2. 28 liguros, wood, 


oil, of glassy colour, very fechloand 
witli little of Fra Bartolommeo left, 

^ The panel is on the wall to the 
left of the entrance, the ligures 
large as lUe. Vas, (X. 351) assigns 
the drawing of the foreground ii' 
guros to Michael Angelo. The 
whole composition seems his. The 
saint romairiH magically in air hc- 
twoou the wheels in the midst of 
the court, where t,hetf.rf>wdof people 
and soldiers lie prostrate. Above a 
screen balcony, the angel appears; 
and on tlie haleouy au<l at the win- 
dows of tlio palace looking on to 
the court are frightened sp<u‘.tatorH. 
This is the most important of Bu- 
giardini’s works. 1'he figures are 
slender and full of movement. 13ie 
surface of colour smooth a« mnrhie 
and now of sombre tone. 

* Virgin, eJiild, youthful Baptist 
and an angel, wood, called Frau- 
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lonna Palace at Kome,^ in the sacristy at S. Croce of 
Florence;^ in tlie Pinacoteca at Bologna,^ the Baring col- 
lection in London/ and the Berlin Museum/''’ 

Bugiardini died at a good old age on the 17''^' of Fe- 
bruary 1554.^ 


cia, compoHitioii like ti youthful 
oiuiof Kuphucl, tlio chamciterof the 
wt)rk Ilufjiardhii’s. 

^ Virfj^ui, fcjo<ui to the knees, with 
the child on a wall, siji^ned : “Juliani 
Florontnii,” wood, thir(l life size, 
much danmjijcd by rc.storing, 

* Nativity, the Virf^ui with B. 
.losoph and two patrons adorin^j 
tho child, four saints (Anthony of 
Padua and liartholomcw, And)roBe, 
and John tho Baptist), separated 
from tlio body of tho picture. Foi‘- 
inorly in tln^ Oappolla t/astollani. 
Tho character of tho lij^uros here 
is loiijif dry and h^an, tho drawing 
souunvhat in the stylo of David 
and Bouodotto (Jhirlandaio. Wore 
Buy;iardini proved to )>o tho author, 
wo shoubl tako this as an o.\ample 


of his style as he issued from the 
school of Domenico. 

® Bologna. Pjnacoteca. No. 25. 
S. John in tho desert drinking out 
of a wooden bowl, a dry and me- 
chanically made out nude, of raw, 
bricky, and opaque tone, inscribed 
on the stone seat ‘‘Jul. Flor. f.” 
on canvass, all but life size. 

** Canvass, small. Same figures 
as No. 25 in the Pinacoteca of Bo- 
logna. 

^ Berlin Museum. No. 248. Death 
of Lucrotia. Disagreable figure 
of unpleasant type, of sombre green- 
ish colour, of glassy surface. 

Berlin Museum. No. 285. Holy 
Family, very feeble but still pos- 
I sibly by liugiardini. 

I 0 Tav. Alfab. 
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CHAPTER XV. 

yEAFCIA BIGIO. 


Francesco di Cristofano, commonly called Francia 
was a more finished ai’tist, and did more honour to the 
teaching of Mariotto Alhcrtinclli tlian iiugiardini. lies 
was born in 1482,* and studied at the Braneaeei. Hut 
when Michael Angelo exhibited his cartoon of tin! “War 
of Pisa” in the Sala del Papa at Florence in 1505, Fran> 
cia Bigio swelled the current of the crowd which Hocked 
there with easel and portfolio. The ac<iuaintanco of An- 
drea del Sarto which he then made stibseqnently rijxmod 
into friendship; thoxigli circumstances kept the youtlm for 
a time in the workshops of different mastors. Tlui first 
frequented the atelier of Piero di (losimo; th(! second vi- 
sited that of Albertinelli; and the result was the infusion 
of different elements into their resj)ective stylos.- 
Francia Bigio is generally known by a manner resem- 
bling that of his friend; but an oxtant jjanol amongst 
those assigned to his early period would jirove that Ids 
original tendency was to imitate Albertinelli, so as in 
some respects to resemble Qiuliano Bugiardiiii. 01’ two 
subjects which wore once preserved in S. Piero Maggioro 
at Florence;' one is the Annunciation recently [mrcliased 
for the Museum of Turin,'* in which Vasari admires tins 


' Vasm-i (IX. 10.S) says, Francia 
JJigio <Ue<l agod 42. The (loath U 
in tho rog'iator of Huh 

anno 1525 (Jan. Tav. alfah. 
ub. sup. 

® Vasari says that Jj^niioia Jiigio 


only lonmt for Homo monthn from 
Mariotto, Tho olVoot at all (nunitw 
wiiH |i(»W(u*ful and 

* Turin Muhouuu No. 588. Fi- 
gures luilf the size ef life. 
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ready flight of the angel, the graceful attitude of the 
Virgin as she kneels to receive the salutation, and the 
ingenious perspective of a block of houses. He neglects 
to add that in the sky to the left the Eternal gives his 
blessing from a cloud in which pretty cherubs fly; and 
sends down the dove with a ray from his glory. In con- 
sidering the c[uo8tion of authorship, we note that the 
ruddy flesh-tints with tlioir cool shadows are in some 
measure like those of Pontormo. But the broad mask of 
the faces in the Virgin and Angel, the bony shape and 
small pinched features, the trite and sti-aightly lined dra- 
pery, seem a modification of Bugiardini’s by a man of 
superior attainments. The sombreness of the colour is 
api)arcutly derived from Leonardo through Mariotto, and 
the buildings, so justly praised for their perspective, are 
not dissimilar from those of Del Sarto.’ Every thing thus 
points to Eraucia Bigio. 

Another conti’ibution to tlio embellishment of the altars 
in S. Pioro Maggiorc was, according to the historian, the 
Virgin witli tlio Saviour grasping lior nock, and a boy 
Baptist playing with hini,” a panel which has been mis- 
sing for many years; though quietly ensconced at tlioUf- 
iiisi under the title of Madonna del Pozzo.'* Passavant 
very pro[ierly o.xpols this from the catalogue of Raphael's 
works,'* thotigh it is of a ])eriod when Sanzio left a clear 
impress on Fhtroiitino art. The playful clinging of the 
Redoomer to his mother's bosom, as if ho bad sprung 
there into charming security at the approach of the Bap- 
tist, the Loonar(los(iuo turn of her movement, are quite as 
characteristic of Francia Bigio when his stylo was not 
yet very distant from that of Bugiardini, as are the round 
head of tho Virgin, tiro forms of the infants, and the di’os- 
ses. In those wo moot with a cento of Fra Bartolommeo 
and Andrea dol Sarto, whilst the landscape is still nearer 

' A froHoo of H. Itcriiard, and a * Florouoo. ITffizi. No. 1126. Ca- 
M. (.iatliorhu! of SUmiin, in S, Pan- talogiiod as Uaphaol. 
of tho same period, aro 

ffoiKj (VaH. IX. 97). * Passavant’B Kaphaol, ub. sup. 

* Va». IX. 97, 11. 407. 
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to one by the Fi*ate, and the sui’facc has the polished 
enamel of the Florentines of this time. The typo, shape, 
and figures are almost as much Francia Bigio’s as arc those 
of the Bathsheba at the Dresden Gallery, or the frescos 
in the Scalzo.' Diligence and a cautious attention to the 
rules of proportion were, in Vasari’s opinion, the quali- 
ties of Francia Bigio’s oldest creations.''* They ■would 
have been more enticing, if hardness and ungainly heavi- 
ness had not disfigured them. But, independently of 
their intrinsic value, they interest us by laying oi)on the 
current of thought and of study in the master, ami by 
revealing the influences exerted on him by the teacher from 
whom he learnt to admire Fx'a Bartolommeo, and the 
friend, towards whom he was attracted by conformity of 
taste and inclinations. They cause ns also to remem- 
ber that Leonardo and Raphael wore the idols of their 
fellow artists, and that they more or less afl’ectod most 
of the lising men of their age. Wc shall 8(!0 that it was 
to bo Francia Bigio’s constant chance to have his host 
performances called after Raphael and Del tSarto. 'Tliat 
they should have received the last of those names, might 
seem an easy consequence of the connection betwcum two 
men who. wore comrades at school and kept a joinl. ate- 
lier afterwards. But that the first should have boon still 
more frequently used, is a distinction of no common kind. 

'W''c have no sure grounds for assuming any lixod <lato 
for the association with Andrea del Harto; Vasari’s state- 
ments being too general to permit of any safe doductions 
on that point, and Francia Bigio's works bfdug from the 
beginning affected by tlio acquaintance of his future com- 
panion. We are inclined, however, to place boforci the 
Sposalizio of 1513, in the court of the Horvi at Florence, 
the Virgin and child between SH. .John Fvangolist and 
Job, now at the Uffizi, the two angels at the sides of 
Sansovino’s S. Nicholas in S. Spirito, and the Galumriy 

‘ The cartoon of this Madonna, ■was considorod hy Uitn as from tUo 
once in possession of Mr. Wioar, hand of Erancia Illglo. 

* Vasari IX, 08. 
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of Apelles in the Pitti. Reminiscent still of the masters 
we have mentioned; and extremely smooth in surface, 
they are, all ihrec; in a state tliat almost forbids cri- 
ticism; but the Calumny is put together with figures of 
good though short and fat proportions, and outlined with 
a view to reproduce a well-fed and somewhat puffy, not 
a finely bred or noble, nature.^ 

That neither Del Sarto nor Francia Bigio were asked 
to i)aiiit the curtains of the altarpiece by Filippino and 
Pontgino at tlie Sorvi, as Vasari prGtenclS;^ is testified by 
the records of the convent which contain the payment of 
tliat work to Andrea di Cosimo.^ That Francia Bigio 
was (imj)loyod at the Sorvi in 1513, is testified by docu- 
ments. Jt is credible that about that time' a partnership 
oxistod between him and Del Sarto; and it cannot bo 
d(iuied that ho liad then acquired much more skill than 
is sliown iu the panels of Jus younger days. 

In the court of the Sorvi, the high priest unites Joseph 
and Mary in front of a noble palace, on the walls of 
whicli bas-roliefs represent the Sacrifice of Isaac, Adam 
and Kvo iioixr tlie tree of knowledge, and Moses receiving 
the tables of the law% Tlic joy of the groy-haired S. Jo- 
sc|)h is t(imi)ored by the expectation of tlio buffet from 
the Ixjsl man who stands behind him. The despair of 
Uie unsuccessful suitors is well depicted in one who wrings 
Ids hands to the left, as well as in a second, who sits and 
breaks tlicj rod that would not blossom. To the right, 


9 

* 'I’hc Ih’Ht of ihoHo, No. 1204, 
wood, oil, life ut tlio Uflizi, 
was t)nfi;iunny ia S. Giobho {Vm, 
IX. 07) mid is mutdi diinmod by 
time and roHtonni?. It ho 

litgU Uiat Olio cauuoi soo tho ini- 
tials: K. n. C!. that aro said to bo 
on it. 

The two anjjfolH Ukowiwo uu- 
ticod by Vasari (IX. 07) aro lialf 
as lari^o as lifo, one with a lily, 
tho other with a book; thb surface 
cracked or bhicikoiicd iu tho sha- 
dows. 


The (bilmmiy. No, 427, at tho 
Pitti, a sinall piece, has become 
Bombro, and is excessively ro- 
touclK'd, Imt was originally of the 
Hainc class as tho foregoing. The 
initials: F. IJ. arc on the plinths of 
the distant pillars, and au inscrip- 
tion at the base runs thus: “Olau- 
dito, qui rocitis popuhis his voei 
bus auros sic manibus lapsus nos- 
triH piuxit Apelles”. 

* Vas. vm. 263. 

^ Biffoli, in aunot. Vas. IX. 111. 
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two youths stand with their arms intci’laccd; and a female 
chides her crying child. 

As the fresco was all bxit finished; a day of groat so- 
lemnity for the Servites came on, and some of the monks 
took upon themselves to remove the screens which covered 
it. The wrath of Francia Bigio was such tliat he walked 
straight from his lodging to the convent; and with a 
mason’s hammer almost struck out the heads of the Vir- 
gin and some males and females. This act of clioler was 
so much approved by Francia Bigio^s follow craftsmen 
that none of them would consent to restore the parts ho 
had destroyed; and though as late as 1515 he was i)crciup- 
torily ordered to ])ut the wall into its original statO; lie 
successfully resisted every threat; and tlio fresco rmnains 
to this day in the condition in which he loft it. ‘ Knougli 
has been preserved to justify Vasari’s euhigy of th(i ar- 
tist’s diligence; and the soft contrasts of tints as well as 
the vague fusion of colour which rivals that of Sarto 
in rosy airiness and transparent delicacy; is an instance 
of the ability ho possessed; and the groat jiraclisct lui had 
attained. The composition is correct according to the most 
rigid maxims; but there is a stilted alFoctation in some 
poses which cannot be commended. 1^110 drapcjry is fair, 
but has too many straight or paralhd folds. nmUi 

is well proportioned; but the drawing of tlio parts might 
be more careful; and the transitions from liglit to shadow 
should be hotter defined. Francia Bigio; how(ivc?r, ntwcu' 
did anything bettor; and the S]) 0 Balizio of iho Seuwi is 
his masterpiece in fresco. 

Whilst ho was thus giving evidence of tahmi in mural 
decoration; ho strove to gain a reputation as a portrait- 
painter; and in that capacity achieved perhaps llui most 
flattering of successes. 

Every frcciuonter of the Louvvo knows a sombre por- 
trait of a young man standing, with his (dhow on a lodgO; 
at an opening through which a landscape and two litth^ 


Vas. IX. 00, and Bilfoli’s records in anuot. Ihi. 
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figures are seen. His hollow eyes are sunken under a 
marked bony brow. His haix', cap, and dress are black. 
The, forms of the face and hands are scant in flesh, and 
broken in contour, the cavities and retreating parts in 
deep unfathomable shadow.^ Hundreds of students have 
copied this i)iecG, round the melancholy charm of which 
a halo has been thrown by the name of Raphael. Yet, 
critics have long agreed that that name is not to be sus- 
tained; and in its stead have called that of Francesco 
Francia whoso technical system is different, or of Bugiar- 
dini whose powers are too humble. The most obvious ob- 
jection to the nomenclature hitherto preferred is derived 
from the essentially Flox’ontlno character of the likeness 
and its accessories. It discloses the studious effort of a 
highly accurate draughtsman, deeply impressed by the 
examples of Leonardo and his mode of handling, and fa- 
miliar with the methods applied in mox’c than one of Da 
Vinci’s heads.'*^ It defines a skeleton of bone like that in 
the Virgin of the Turin Annunciation. Its foatux'cs in- 
Htcjad of being simplified into gx'andour, as Raphael would 
have done, are clabox^atcd to the loss of simplicity, full 
of research rather tlian of fooling. One inight apply to the 
author VasaxTs oi)iiiion of Francia Bigio; man of 
slight I’oliuemcnt, bccamsc he laboured too ixmch, pro- 
ducing with a certain hardness, but cautious and diligent 
in the measure of proportions The colour is of a low 
tinted, haixl, and glassy enamel unknown to Raphael, its 
sliadows thin and dark, its execution that of Francia 
Bigio, and betraying an acquaintance with that of Androa 
del Sarto. 

Had not other portraits of the same class presented 
thomsclvos for comparison with this of the Louvi’o, it 
would have been becoming to put the question more in 
the light of an enquiry. But a whole series of similar 


* Louvre. No. 385. Under tho 
name of Kaphnel A piece of dark 
colour ijli round Urn edges, is new. 
^ Lx. gr. and particularly hi tho 


“l^ortrait of a goldsmith”, No. 207, 
at tho Pitti. 


8 Vas. IX. 08. 
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ones exists ; some of them cattilogucd as by Francia Bigio, 
and bearing his monogram; others witli a similar cogniz- 
ance^ yet classed as by Raphael or Andrea del Sarto. 

The first; known for centuries as Francia Bigio'S; is 
that in the Pitti Gallery at Florence; of ’ a youth in cap, 
tuniC; and mantlC; at a window through which wo look 
at a pleasant; but not bidghtly lighted; undulating distance. 
A glove is in liis right hand. The left gesticulates na- 
turally. The pose is free, showing to advantage a hand- 
some and juvenile person; the face is opcii; and the eyes 
beaming with a su{)prossod smile. A good How of hair 
falls from his black cap to the dark dress that coveu’s 
the shoulders.’ On the border is the monogram twice re- 
peated and the date: ^^A. 8. (anno salutis) M.D.XIIII.^^ 
Restorers have seriously interfered with the beauty of the 
figure; and the flesh has become tawny from time and 
retouching; but the stylo is hero and at the Louvre peu’- 
fectly aliko; though it betrays a more rec.ent dat(i; and a 
more habitual skill in thc.])aintcr. 

Superior to this of the Pitti; in every sensO; is i\u) 
fine portrait of Stanstead UousC; which Mr. Fuller 
Maitland attributes to Raphael in si)ite of Francia Hi- 
gio's monogram. Wo cannot alfcct to conhutm the 
reasons which induce the owner of such a masiorpi(ico 
to cling to the name of Sanzio; when wo remom- 
her that that of the Ijoiivro has been fur years so^caU(ul; 
and the stamp of art is similar and disclos(^s the. same 
hand in })oth. Whilst in the latter Francia IMgio ex- 
hibits the diligence; the precision and j)owor of a man 
full of eagerness to excel; as well as to (unbody the 
maxims of Leonardo; tho fi)rmcr distdoses loss caro- 
fiilnoss; but more solf-i)ossossion; a greater onso in tho 
use of colours of a solid texture ; more' olastioity and 
good brooding in tho posO; beauty in tho conlotir and 
modelling in form. In this very progress wo admit; 

‘ Fit ti Gallery, No. The mo- lor: Monoj^nvumuHton”, 8^ 

nofyrnni may l)o foiiud in the Bor- Miinchou, 18tU. II. Band, p, ii07. 
lin cataloguo, No. 246, or in Nnj?- 



OttAP. xy. 


FlfANGIA 15IGI0. 


507 


an additional ground for the supposition of Raphael’s au- 
thorship. But the execution is not loss decisive against 
Banzio at Stanstcad House than at the Louvre, and the 
Leonardesque system as derived from the companion of 
Fra Bartolommeo, or even from the contemplation of the 
Frato's own creations is so clear that, independently of 
Francia Bigio’s sign-mannal, no doubt can be allowed to 
exist as to his right to this ])iecc. So perfect indeed is 
the coincidence between the technical habits of Della 
Forta and those of Francia Bigio here, that years have 
caused their works to undergo exactly similar changes. 
We have seen the tlesh-tints of the Fratc gain a strong 
low tinge and dark shadows that rob the surface of'its 
original transparence and softness. This is what time has 
done for Jfrancia Bigio in this instance, without however 
dc[)riving him of any essential chann. The undulating 
landscape behind the figure is of the pleasing nature ob- 
servable in all those of Fra Bartolommeo and Raphael; 
flic slopes neatly cut up by ])aths, dotted with trees and 
houses, and the vale parted by a stream flowing gently 
through meadows and crossed by a bridge. Every detail 
is touched with taste and accuracy. The person at tlio 
opening seems (lisincliuod to enjoy those beauties. His 
ago may bo from twonty-fivo to thirty. The dark cap 
that easts its shadow on his forehead covers long locks 
of brown hair, and his dress, with ample sleeves, is 
adorned with an order of knighthood. His regular features 
and .penetrant eyes arc slightly contracted by melancholy 
thoughts, and ho gazes at the spectator as ho abstractedly 
holds a letter in both hands; repeating inwardly ijcrhaps 
Mio motto written on the parapet: “Tar ublia. chi. bien 
aiina”. Of the note itself -the words are illegible. A' 
date 1514 (V 151(5) is on it; but no clue to the identity of 
Ihe person to whom it is addressed.* ' 


* This iKU'trall, wood, oil, lat’KO 
fiH life, lioloujtod ill IHOO to Mr. 
Heymour FitsiKwrsld In London, 
and has tnuin Kiipposud, prottalily ou 
InsufUoioiit groiiuds, to bo flint of 


Ginlio tlio nuturnl son of Oinliauo 
do’ Mudicl. It is olcnr tlint, aftor 
thodrawliif' of this piouo Lad been 
(louu, tlio Hush parts wero ruLbod 
in with a worm lootil colour so as 
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Next in order to tliiS; and in the same manner; though 
much restored; is a half-length of a man at a window; in 
the collection of Lord Yarborough in London; supposed 
to be Antonio Caradosso of Milan by Raphael. Yet here 
as at the Pitti are the interwoven ciphers of Francia 
Bigio at each side of the date A. S. MDXVI*^^ The j)or- 
son reproduced is a jeweller; about fifty years old or 
more; portly; shaven; and of full flesh; his cap OU; his 
dross of a brown coffee-colour. In his left hand ho holds 
a plate of glass on which he has been tracing lines with 
a ring to try the genuineness of a diamond. Tlircc other 
rings are on. the window-sill. Tlie execution is already 
freer than in the panel of Mr. Fuller Maitland.* 

More interesting again; because we stumble on a j)or- 
trait of which Vasari has s])okon; is the factor of Viov 
Francesco de' Medici; ascribed to Andrea del SartO; in the 
Queen’s state drawing-room at Wuulsor (plastic. Though 
restoring has left blemishes on ])articular spotS; and the 
colour has the dinginoss of agO; osi)ccially in the shadows; 
there is no mistaking the hand of Francia Bigio whoso 
monogram also is dearly outlined on the curved bhuh^ of 
a chopper hanging with another instruuumt of the saiu(3 
kind from a nail in a wall. The man is about lifty, in 
the usual dress of the period; with his head covensd; 
writing in a book; a bunch of keys hanging from his 
wrist; an ink-bottle in his loft hand; a shi(dd in the 
border of stone upon which ho rests bearing the six golden 
balls of the Modici; and an olive-branch denoting the 
peaceful nature of his occupation. Origixially in the collec- 
tion of Charles the First; this fine half length Is singularly 


to lot the wliito g^round npronr 
throuffh it. Thus wo in tlio 
transitions from H^lit to shadow 
that tho Jialf tones arc trauspa- 
rout, and rocoivo lijyht from with- 
in. More siil)Htantial aro tlio su- 
perposed lights with tlieir varied 
shades of cool or livid tinp^o, and 
tho shadows of warm brown laid 
in over each other. Tho portrait is 
in iirsi; rate preservation. 


^ Wood, oil, life sizo, much in- 
jurcul and rc^stonul. In the distant 
laud-Mcapo to the rij^ht two little 
(ij^ures on a road. Tim monof^ram 
is a little imperfect owInjiC to ab • 
rasion, the upper part of tlu^ letter 
E beina* taken away, 'I’lie colour 
in conHe(jntuu‘.(i of damage suh- 
taiued, is of a heavy yellow in the 
liosh. 
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ready in movement; laid in with a full sweep of strongly 
consistent colour; in which wo miss too obviously an ab- 
sence of transparence in tones merging from fair yellow 
in flesh light to a cool grey in the half-tones; and black 
in the shadows. Wo thus pei'ceive how Francia Bigio 
modifies his style, and gradually disimproves by assuming 
bolder and easier habits.^ It is in this phase that he 
found himself when he finished a bust of a male in a cap 
and dark laced dress, with falling aubum hail', catalogued 
as by Sebastian del Piombo at the Berlin Museum, a 
thoughtful face, well drawn and modelled, and of sub- 
stantial impasto.^ The latest example of the series is the 
half-length, in the same collection, of a man almost in 
full front, with a pen in his right hand, and liis left arm 
on a desk, done with groat freedom ; and less pleasing in 
tone than successful in the swing of the pose and knack 
of the handling. The dato of 1522 and the monogram leave 
lu) doxibt that wc see in this the most advanced and least 
perfect thing of its kind by our artist.^ 

Whilst devoting himself, as occasion required, to por- 
traits, Francia, Bigio did not neglect the more difficult 
(exorcise of fresco. A much injured in S. Gio- 

vanni Battista della (Jalza,*’ and another in S. Maria de^ 
Gandeli, with the initials of his name, dxxc perhaps to 
the industry of his assistants as much as to his own, ex- 
lublli Ins talent in a less favourable light than at the 


^ On tlio hack of tlio panel istlio 
mark U. O. Hiirmauiitod \)y 
ilio royal crown. 'I’lni portraU is in 
liho catalt»f!f<uj of kin{j? CJImrlos* col- 
lection (copied inWaapfcu, Troasu- 
r(JH II. 47H), nndcr A. del BarWs 
name. Vasari speaks of it (IX. 
lOi))- Tim monogram in upsido 
down on the chopper. The dguro 
Hi/iC of life. All the IIohU sluulows 
(larkoned, and part of tho loft 
check; right hand, and dress, rentor- 
ed. The background is a wall, tho 
writing in the hook not legible, 
and pro])ahly never intended to 
he ag. 


* No.2il5, Jlorlin Museum (wood, 
oil, life size), of a low grtiy and 
opfupio tone. Tho background 
plain and of a dark brown. 

® Berlin Museum. No. 245 (wood, 
oil, lif(j size). Tho hands repaint- 
ed, tho rest of a cold tone, at one 
painting; the landscape clear and 
pleasant. A paper on tho desk 
contains tho monogram of Francia 
Bigio and tho words: “1522, a di 
B4 d’ottobro”. 

^ This fresco is hi the refectory 
and has boon injured by damp. It 
I is mentioned by Vasari (TX. 100). 
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Servi in 1513; whilst an Annunciation; a Crucifixion be- 
tween S. Thomas of Villanuova and S. Anthony of Ta- 
duu; a triad with vS. Augustin; and a Nativity; also at 
S. Maria de^ Candeli; servo to illustrate the carelossncss 
to which men of fair attainments may occasionally suc- 
cumb.^ The truth may be that there was much in the 
occupations of artists at this time to favour the growth 
of slight or scenic painting; and when wo find that Fran- 
cia Bigio was invariably one of those engaged on public 
occasions; whether mournful or the i'(3VcrKe; in which d(‘- 
corations were required; as on the funeral of Julian do’ 
Medici in 1610; and the wedding of Lorenzo d(‘/ Medici 
in 1518;- we seek no other reasons for the hasty manner 
which he occasionally assumed. 

At the Scalzo in 1518 and 151i); Francia Bigio was 
employed to fill the void created by tlio absouco of An- 
drea del Sarto. But previously to that tim(‘; and pos- 
sibly when still in partnership; ho might havci had a ^\mv. 
in the Baptism of Christ which is framed in one of tho 
compartments next to the allegory of Charily. It has 
been usual to give this focblo number of a great sories 
to Andrea del Sarto though tho drawing is loos(‘, de- 
fining short fat forms without any of the vigour which 
we oxpect from Andrea; and wero it oven proved that 
the commission was liiS; wo should suppose tlui work to 
have been done with the help of Francia Bigio when both 
men lived in common at thoir shop in tlio Piazza del 
Grano.'^ 


^ Marin Oniuloli is now 
tho Liceo luilitnro in Via do’ Pi- 
Instri, Tho Lant yuppor is in tho' 
usual iom, with Judas alone at 
the front side of the table. Near 
him is tho inscription: “P" J{«”. 
Tho dguroH arc almost life size 
and rudely ronuiusccnt of Fra 
JHartolonmioo. HS. Nicholas and 
Monicii, near tho Last Supper, arc 
a little bettor perhaps; hut all tho 
other work in the refectory is 


poorer, and prohahly hy pupils, of 
whom the cuiof may have Iuumi 
W ogliaui, 

» Vas. IX. 101 -112. XI. 20;h 
*^Vasavi Vm.254. n. 

♦ 'rho Ilaptisin is om* of tho f(iw 
froscos of which tho date is not 
positivoly provtid (hoc anm^t. Vas. 
VIH. IJOl) and, If <lono In lf>U> 
would show a strange dissimilarity 
to tho work of del Havto clsc- 
whonh 
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In tlio Dopiirtm'e of Jolxn for tlio desert, and the 
Me ■ of Christ with the. Baptist, the figures are de- 
Higno(*. ^ h neglectful ease, in proportions far too curt 
and pinguTll to please the eye ; and the absence of breadth 
and mass in liglit «and shadows which alone produce a 
l)orfoc‘.t semblance of relief, as well as coarse features 
and festooned draperies, place Francia Bigio in unfavour- 
abh^ contrast witli his rival.'^ 

Whtin botli men subsequently competed (1521) at the 
Mciclici palace in Poggio a Uajano, the same comparison 
might have been made; and although Francia Bigio showed 
that lie possessed the imwcr of animating his ])ersonages, 
and distributing them with propriety, Im not only pro- 
(‘hum(‘d a dccliiui from the standard erected by himself at 
the Servi, but ho fell into greater coarseness and heavi- 
ness than was consistent with his duty. II is triumph of 
(Jicoro, with all its apparatus of obelisks, rostra and tom- 
ph^s, is coloured without much harmony or transparence; 
ami the supernatural proportions of his people are com- 
mon and squan^. But, in spito of this lie sui'passcs Pon- 
tormo, and shines by the side of the later Allori ; and 
llu^ gcmoral division of the decoration which ho planned 
is not altogetlior auiiss.'*^ 

Francia Bigio's endeavour at last was, it is clear, to 
make a livelihood by rapidity of hand. On Vasari's own 
showitig, lus first wish had been to lay a strong founda- 
tion by the constant study of nude and anatomy,** but 
tinally ho ‘accepted on principle every order that was given 
to him; having come to the conclusion .that he had not 
ih<^ stutr for rivalling men of superior genius. Still, to 
the last ho kept at a respectable level, especially in small 


^ ThcHo two sii])jocU attho Hcalzo 
W(^rc hojum in 1518, and lininhod 
ill March 15U). The ornauient in 
the court, of nrahenques, festoons 
luulchcruhrt’ heads, where Umy are 
not riqminted, seeiu to U 0 't<» }>o by 
Francia Higio. 

* Andrea del ISnrto did his 
fresco iu 1521 as is shown hy the 


iusorij>tion, and Vasari says he 
and hh’ancia Jligio iiaintod to- 
gether (IX, 101). Pontormo’s work 
dates 1632; Allori’u 1582.^ The 
waggon roof, with white roUof or- 
nament, on gold ground, and tlio 
Modiei arms are Francia liigio’s. 


» Vas, IX, 101, 



iHi'j ir Li 1. vuvi.. . -(V T . 

things, and the Bath of Queen Bathsheba and her nymphs, 
with the Royal Feast at the Dresden Museum which , ho 
finished in 1523, secures respectful if not unconditional 
admiration. We may object to the short stature and 
puffinoss of the females, yet praise the vigour and lucid- 
ity of the colour, the freedom of the touch, tlio beauty 
of the composition, and the natural force and truth ol' 
the movements. We observe, as before, a stylo inge- 
niously formed on the models of Fra Bartolommeo and 
Andrea del Sarto. ^ 

The death of Francia Bigio took i)hicc at Florence on 
the 14^^' of January 1625 (n. s.),*-^ 

The catalogue of works unnoticed in the foregoing text 
will be short: 

Florence, Uf/tzL No. 1223. Tomplo of llorcMiloH. Pavt; of a 
“Caasone”. Wood, oil. Of Francia late poritxl, broad, ani- 

mated, and quickly done, of a strong browuisk tone. Sonu‘ dgiiros 
taken apparently from Dilror. 

Florence. Casa Ciaccld, Noli inc tangoro. Qonniuo. Vasari IK. 
p. 103. 

Berlin. Museum, No. 105. Marriage of tlie Virgin. Pit'tn^ (»f a 
predclla, gandy and slight, and Below Francia Bigio, 

S. Pelevfihmuj. //ermila/je. No. 27. Half lougl.h portrait of a 
man. Fine, Not hy Francia Bigio, but diriicMilt io cIhhh. 
handling and colour are remhuHc.eut of Bronzino, hut alstj of An- 
tonio Moro. 


It seems appropriate to close the list of mm who 
assumed the manner ojf Fra Bartolommeo and Mariotto, 
witli Giovanni Antonio Sogliani, who first huirnt th(i 
elements from Uredi and thou sought to gain tlu^ ((ua- 
lities which ho did not find in his own maHter, by look- 


' 3)r(*Hden Muhouiu. No, 41. The 
monogram in on tlm jng carried by 
a female, <ni tlie right, In the hath. 
The date A. S. MDXXIII, on the 
side of the hath itself. lu tho 


Imckgrouud a whiidd quartering 
the arms of tho MotUcI. Wood, oil, 
prcHorvatiou good, iigiirejj Hinall. 

* Tav. alftib, 
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ing fit ilio worlcB of most of the great Florentines. Sog- 
liaiii was born in 1492;^ he staid in Credi’s atelier twenty 
four ycars/-^ was registered in the guild of Florence in 
1522, and must therefore have been apprenticed at a 
very tender age.-* Few of his pictures have dates, -except 
the Martyrdom of S. Arcadius of 1521 in S. Lorenzo, 
and S. Dominick’s miracle of the bread, a fresco of 153G 
in P. Marco, at Florence. But some of his numerous 
panels at Fisa are done after the return of Perino del 
Vaga from Genoa ((area 1528) and othei*s after the death 
of Andrcni del Sarto in 1531. 

W<.^ hav(i had occasion to mention his name in con- 
nection with (/Midi’s least successful productions. We see 
how h(! tumid imitate that artist in the poor copy of his 
Nativity at jh^rlin/ and ape his smoothness of tone in 
the sonuwhat (unpty lucid colour of a S. Martin, on one 
of the pilasters of the church of Orsanmichcle.'' In the 
martyrdom of S. Arcaditis on the cross at 8. Lorenzo in 
Florence, fcJogliani has occasion to introduce a broad 
exhibition of nude in which he betrays the study of 
Mariotto, Francia Bigio, and Andrea del Sarto, pre- 
serving at the same time an exceedingly even and pol- 
ished surface of ro<I(liBh tone. It is in good condition, 
handled with tolerable judgment; and not wanting in 
life, yet without the stamp of originality.^^ In the As- 
sumption at S. Giovanni Battista, contiguous to the 
Spodalo di Bonifacio, there is somotliing incongruous and 
fantastic in the arrangement of a glory in which tlio 
Fjton\al lloats above the Virgin, holding up the train of 


< ir« (Ikd, ft|:o(l in tOU (Vns. 
IX. Tav. alfaTb). 

« Yas. IX. 42. 

* TIio anriot. of Vas. (IX. 42, 
note 1) say 1622. Thft rctfistor of 
Gualaudi, Mmnodo, sor.VI. p.l82, 
nays 1626* TIio annotators aro 
Ukoly to 1)0 right, 

MkfJb. Miwotim, STo* 99.. Copy 
of Orodt’s Ko. in the Floronco 
A()n(Untty of Arts, flat, red in tone, 


and, to uso a Fronoh expression, 
Uchd. 

8 On a pilaster facing the 8. 
Bartholomew of Oredi, much 
dimmed by time. 

0 Ohnnol 21, in S. boronzo. 
Wood, oil, with the inscription in 
gold letters at foot of the cross of: 
“Johannes Antonins JSogUanns fa- 
oiebat 1621". The picture was, 
howovor, lately withdrawn durinsr 
the restoration of the chnroh. 
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lier cloak, whilst his own mantle is raised by angels. 
On the foreground, the group of saints and the prostrate 
Adam disclose a judicious clinging to nature, correct out- 
lines of limb and extremity, fair movement, but square 
shapes, with a scruple of Fra Bartolommeo's grandeur in 
air and drapery. The mask of. the Eternal is reminiscent 
of Mariotto, and traces of Credi are in the puffy contours 
of the angels. 

In colouring this subject Sogliani strives also to master 
the methods of the Frate and of Albcrtinolli, combining 
them with the excessive smoothness of Loron^io, his 
teacher, and a misty vapour known only by the Italian 
word sfumatoy 

At S. Jacopo sopra Arno, a Trinity, with throe saints, 
illustrates the same phase in Sogliani, though raw and 
feebly done at one painting.'-* But the best example of 
it is the sacrifice of Noah, in the choir of the Pisa Duomo, 
in which the males have a bold masculine strength, and 
the females compensate for vulgarity by feeling.*^ 

Two figures of Cain and Abel in this catliedral, and 
a Virgin, under a conical dais with numerous saints, 
are of a later date.^ The last indeed had been commenced 
by Perino del Vaga, and presents for that reason ])or- 
haps an unusual slenderness in the forms, and a com- 
position akin to those of Eosso, but the system on which 
the whole is coloured is true to the maxims handod down 
through Fra Bartolommeo and Mariotto from da Vinci; 


* The church is in Via • B. Qallo 
at Florence, The picture on wood, 
in- oil, with life size fig-u res. The 
Virgin is paltry in shai)o, as arc 
some of tUo lower saints. There 
is atmosphere in the sky, and 
harmony in tlie parts. The flesh 
shadows tend to green, 

* S. Jacopo sopr’Arno at Flo- 
rence. Sacristy. Wood, arched at 
top, oil, split vertically in two 
places. Above, the Eternal holds 
the Savioxu on the cross. Below, 


S. James, the Magdalen, and S, 
Catherine. Figures life size, 

® The colour of this pyud (oil, 
life size) is injured, i. e. oTackenod 
by time, retouched, and has in 
part scaled, 

^ Cain advances with an offer- 
ing of Corn. Abel kneels holding up a 
lamb, Jloth figures are of the size 
of nature, on panel (oil), the co- 
lour low and brown, and blacken- 
ed in tlic shadows. 
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and the deep brown tone has been darkened by the 
effects of age.’ 

Having in this instance taken a subject to finish which 
a Raphaolesque Florentine had sketched out, Sogliani 
next attempted the ‘Virgin with saints” at the altar 
of the Madonna dolle Grazie in the Duomo of Pisa, a 
panel which Andrea del Sarto had begun for the Com- 
pagnia di S. Francesco. In most of the figures he 
kept the outlines of the original cai’toon except perhaps 
in the kneeling S. Jerom on the foreground, who is colos- 
sal and hoavy.^ Ho reverted to his own distinct manner 
in the miracle at S. Marco, where S. Dominick is seated 
with his brethren whilst tiro food is brought in by two 
angels, and in a crucifixion with saints in a lunette 
above 

His friendship for Credi lasted till the death of the 
latter, in proof of which it is only necessary to state 
that Sogliani witnessed Lorenzo’s will in 1531.^ From 
that time till 1544, when ho died,® he doubtless furnished 
many pieces of which wo can only register the following. 

Jn()Mari, C/nesa dl *V. Mmia del Foeso, Last Supper (not soon). 
Described by Vasari (IX. 44. 5} and by Koumont (Life of del Sarto. 


* Wood, oil, fififurcs life sisso. 

Two Mupportiujic the conical 

ihm jvro n distant echo of those 
of the l<>at(s. H. Oatliorino and S. 
Barbara seated in tho foreground, 
nro of fair proportions and in easy 
noso. H. Torpd to tho riglit, with 
hin Hhiold. is grand ouougU, S. 
.John tho Ihipiist, opposite to him 
at tho otlusr side, too slondor iu 
contrast. Tho other flaints arc 
live in tmiubor, amongst them 
rotor, Francis, and a female. Tho 
colour Irt sombre, but careful, fused 
and “sfiunato”, 

* Tills nictnro (wood, oil, life 
slao) was tong in tlio compagnia di 
B. FrancoHoo (Vas. TX. 47. VXIT. 

and was transferred to the 
Duomo In 1786, the compagnia 
having in the moantlmo been fliip* 


pressed (Morrona. Pis. Illust. ub. 
sup. I. 207). The Virgin is- on- 
thronod in a landscape, with tho 
child, between tho young* Baptist 
and an angel playing a viol. In 
front, bosidos tho S- Jerom, arc 
SB. Nicholas and Bartholomew, 
erect, 

® Besides tho Magdalen and S. 
John Evangelist, S. Antonino and 
S. Oathorino of Sienna hnool at 
tho sides. Tho date of 1636 is on 
the frescos, tho lower parts of 
which are injured, Sogliani had 
intondod to paint the Miracle of 
tho loaves and fishes, but was pre- 
vented by tho fathers of tho con- 
vent (Vas. IX, 47. 8). 

* Uayc, Oartoggio, I. 376. 

® He died July 17^% 1644. Tav. 
Alfab. 
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Small 8“. Leipzig 1836, p, 104. 5) as a panel in oil, on tlio model 
of del Sarto’s Cena in S. Salvi at Florence. 

Ficsole. S, Domenico, Adoration of tlic Magi, fmislicd, accoT*ding 
to Vasari, (IX. 43) by Santo di Tito. I'his bears no tra<‘.e any 
longer of tbe band of Sogliani, 

Florence. Monache della Crocetla, A Last Supper, in oil (Vasari 
IX. 43. 4), much hijared, 

Florence, RiO'Palazxo Taddeo (now a magazine, via de’ (rmori). 
Fresco of the Crucifixion, greatly damaged. 

Florence, Uf/hL No. IGG. Virgin willi the child Mossing tin* 
young Baptist. Wood, oil. The origin of Sogliani’s odu<‘,ati<m un<l(‘r 
Credi is marked in tbo pulfy forms of the cdiildren. IMie ext^mtion 
is that of a follower <)f Mariotto. The panel is the best of tlio 
following series at Paris, nroscia and, liondon. 

Pmis, Etx)-Pourtalh Gallery, Virgin, (diihl and Haptist. NotituMl 
in Mariotto (p. 492). 

Brescia, Galleiia Tosi, Nativity. aniea in Fra Bartolommeo 
(p. 474). 

London, National Gallery, No. 046, Ex-Boane.oUHin cidloctbni. 
Virgin and child. See antca in Mariotto (p. 492). 

Florence, Duen Oorstni, Porta al Prato, Virgin with the child 
and the infant Baptist at her knee. A genuine Hogliani, of heavy 
aspect and hard diaphanous tone. Wood, oil, llgurc^s half as large 
as life», 

Brussels. Musetm, No. 305. ‘Hrnkuown”. Virgin with tht^ (diild 
to whom the young Baptist presents a cross; Hinall panid in oil, in 
Sogliani’s manner when still rominiHCcnt of Oredi. Tim compo- 
sition is almost similar to the following. 

Turin, Museum, No. 123. ^‘CoHaro da Besto”. Virgin, cdilld, and 
Baptist, by Sogliani or ono of his followers. 

Brussels, Museum, No. 309. Holy Family, with the inltialH: 
*‘M. A.”, suggostivo for this of Mariotto, but not unlike a work of 
the school which Sogliani cultivated; perhaps by Mariano da 
Pesoia. 

Florence, Acade?ny of Arts, Salle des yrnnds Tahlemuc, No. HO. 
Virgin, child, Archangel with Tobit, and S. Augustin. In HogUanPH 
manner. Same Room. No. 8G, Tho Virgin gives tlie girdle to H. 
Thomas; B8. John Baptist, Catherine, and Giovanni Guulberto; dated 
A. D. MCOOCOXXI. Originally at B. Maria* sul Prato. TUls is by 
a follower of Sogliani who imitated Fra BartolomtrKU), His name 
is Sigismondo Fosohi of Faonza, by wiiom we possess a Virgin and 
child between saints at Milan: 



OiiAP. XV. 


HOQLIANI. 


517 


J\lilatu lirera, Ko. 65. fcSij^nied: ‘‘Sigismimdas Fusciis Faentinus 
fiU'iohnt 1527.” In this tlio iaiitation of Fra J3arlolominGo is still more 
clear. A glory of aiigols in tlio arching is a broad caricature of 
the Krate, such as Ihiccliiacca might have dono. Tlie composition 
is like that of the Frate’s Madonna at S, Marco. The outlines are 
niannerod, the nude exaggerated in the Micliaolangeles<iuo direction; 
the (iolour dull and of thin texture, witli an excessive use of bitn- 
men. The following is another example of the same hind by 
Foschi. 

Faeuza. Acadeiny, Virgin and child between the erect SS. Paul, 
John the IJaptist, Itencdict, and Sebastian, and the kneeling SS. 
Catherine and Apj)()llonia. Hero is a still stronger sfumato^ and 
loss truth and vigour than before in stylo and drapery. 

Flor<mn\ S. ^riovmm JhHista^ Contiguouf! to the Spedale di S. 
lUmifitzio. S. lirigitta, on a pedestal, between several nuns and 
friars, in prayer, looks up to a vision of the Virgin and child, and 
issues the rules of an order. At her foot is a crown, i\nd on the 
pedestal the words; “Orate pro pietoro”. 1622 (wood, oil, figures 
life size). The composition is in Fra Partolommoo's fashion, and 
some of the .figures are carried out with elegance and feeling; but 
the colotir is iluid and laid on at one painting with copious volixclo. 
The names of Fra Bartolommeo andMariotto winch first come into 
cousidtjratioa, become doubtful in rospoct of the execution which 
is more according to the habits of Sogliani. Yet it is almost too 
good for him, and something Bolognese in its appearance might 
point tq, luno<jon;io da Iinola, and confirm Vasari’s assertion that 
Jjo studied under Mariotto. In the same place is the Annunciation 
uBSigued hy Vasari to fc^oggi, but more like a SogUani, as wc have 
already noted in this volume, antoa, p. 48, 
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RIDOLFO GHIRLANDAIO. 


On the of January 1494, intclligcncui waB given 
to the officers of his quarter at Floronco that, (iiirly in 
the morning, Domenico Ghirlandaio had died of pestilential 
fever, after four days illness. The consternation causc^d 
by this announcement was so groat that the family was 
not allowed to perform the ceremony of burial in day- 
light; and the corpse was taken at midnight by the 
brethren of tho' company of S. Paolo to the house vault 
in S. Maria Novella.^ 

Florence lamented the untimely death of its gnuitcist 
painter in the ripeness of his talent. The real niourncu’S 
on this melancholy occasion wore, tho widow, Aiitonia, 
the brothers, Benedetto, and David, and siK cliildrcm; of 
whom throe were sons.^ In little loss than four years, 
Antonia and Bonodotto followed Domenico to tho grave, 
leaving David guardian of the children.’'^ Of tlu^so, the 
daughters had the good fortune to marry men of respect- 
able condition; two sons, Antonio and Bartolommeo outcrod 


* Since tho lirst volumos of this 
history woro publishod, tho rofjis- 
try of Domonico Ghirlandaio’s 
death and hurial have boon pixh- 
lishod in Tav, Alftih. uh, sup. 

* Beo the genealogical table in 
Vas. V. 88. o! 

® The death of bonodotto took 


place on tho 17 of July 14U7, 
There must he an orrt»r, thorofore, 
in Gnye’s rtujord (I.iiCT.Oartogglo} 
in which it is sahl that Uenedotto 
becomoH guardian In **looo patris” 
of Domenico’s duldron^nnuo 1488. 
I’orlmps 1483 would bt» the proper 
date. Tho year of his birth is 
U68 (TttV. Alfab.) 
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holy orders; and the third Eidolfo was brought up to 
the ]»rofbssion of his father. 

During the life time of Domenicoj his brothers had 
been chietly employed on his behalf; and it is related of 
them both that they shared with Granacci the honour of 
finishing, after lus decease, the altarpioce of the Torna- 
buoni at S. Maria Novella. Of the five pieces parted 
from this decoration and carried to Germany, the Resur- 
rection at Bci’lin, exhibits most imperfection, in the stiff 
and strained action of the figures, the addled confusion 
of the drapery and the dull flatness of the colour. The 
S. Vincent is still rominiscont of Domenico, being a 
tempera of good outline and proportion; whoroas the 
S. Antonino, in oil, is in most respects a companion 
to the least successful parts of the Resurrection.* The 
latter, being distinctly assigned by Vasari to Benedetto, 
together with a S. Lucy of tho same class in S. Maria 
Novella, may thus bo considered typical of tho man, 
and justify tho name attached to a “Christ on the road 
to Golgotha” in the gallery of the Louvro.® 

In this ill favoured performance, an executioner threa- 
tening tho Redeoraor with his fist, betrays an oxtrar 
ordinary absence of refinement. Not in tho action only, 
which stiffly renders a cpxick and passionate movement; 
but in the coarseness of tho face and expression, is 
vulgarity betrayed. Meanness of ■ station and want of 
breed aro to bo found in most of the other actofs in tho 
scene, but chiefly in a S. Veronica whoso face is alto- 
gether rigid and ignoble. Tho anatomy of the human 
frame is in every instance false, tho drapery without 
stylo, the outline continuous and wiry, the colour sombre 
and without transition. Such a combination of bad 
qualities in a man whose chief was remarkable for 


‘ Borlin Museum. No. 76. Tlic 
Rosurrootiou. No. 7i. S. Yiucout. 
No. 7G. B. Antonino. 

* Assigned hy guide-books to 
Uidolfo, but roftlly by Benedetto, 
and like that of ths Louvre, No. 


SOa.sflTbo S. Luoyis life size, with 
a portrait of Pt» Xommaso Oor- 
tosi adoring her (Pantozzi, Guida, 
p. 608, and Vas. XI 886b 
, » No. 808. Louvre. Originally in 
S. Spirito at Flsiroaoev 




520 . the fifteenth CENTURV. Chai'. xvl 


the dignity of his conceptions, is surprising, but may bo 
explained by the fact that Benedetto who had boon a 
miniaturist and had almost lost his sight, would naturally 
be unsuccessful in works of importance and compass.' 

David Ghirlandaio was superior in talents to Benedetto 
and his elder in years. Ho was married and fifty eight 
years old when his brother died, and a master in the 
guild of Florence.* His chief oecupation was the setting- 
of mosaics of which he furnished spccimons, in a Virgin 
amidst angels (149G) now in the Cluny Mtiseum in Paris,''* 
on the front of the Duomo at Orvioto (1492), ’ in the 
Cathedral of Sienna (1493),'’ in the Cappolla di H. Zanobi 
at S. M. del Fiore of Floi'cnco (1501),” and at the SS. 
Annunziata do’ Servi (1504 — 14).^ lie had previously 
painted a crucifixion in the convent of the Angcli.” But 
in no instance did ho display any oxtoordinary talent, 
being a mere mechanical executant, without ability in 
reproducing life, without feeling for colour or I’olief. Yet 
it was to bo his duty to direct the talents of Ridolfo, 
who lived with Him in the Via del Ooeotuoro and fre- 
quented his shop on the Piazza S. Michele Bertoldi.” 

. Ridolfo was born on the 14*’' of Fobruaiy 1483; 
and threatened to bo of a sickly complexion.'” But ho 


* Vasari says he resided some 
time in Franco (XL 285). His 
father says in a Tortata al Oa- 
tasto, of 1480: ‘‘lionedotto was 
a miniaturist, but left that art be- 
cause ho has an iinj>odiniont of 
sight”, 

*Born March 14^^, 1452 (Tav 
Alfab). Married and living with 
his wife Caterina Mattei in 1490 
(Gayo, L 268). Kogisterod in his 
guild, date unknown ((iualandi, 
serie 6, p. 180). 

» Hotel de Cluny. No. 1795. The 
Virgin and child between twp an- 
gels and two palms, on gold 
ground, once in a cnapol at S. 
Mdry of Paris, inscribed: “H. Jo. 
de Ganai. prsids. parisio. p. atuUt 
® Italia, parisiu h©®u mus.’* 


The words; “Opus luagistri I >avidiH 
Florontmi MCOCCLXXXXVl”, 
said to liave been once dw the 
frame, are gone, 'rho mosnio is 
lino and rocalis Donieuico Ghir- 
landaio whose <ltisigu was* per- 
haps used. 

^ Note to Vasari Xi. 280. The 
moflalcH arc missing. ^ 

® Doc, Hen. XL 452. The mosaics 
are gene. 

« Van. VL 107, and XX. 280. The 
work aJ^o absent. 

^ Boo the r(KJords in atinot. Vns, 
XL 292. Hoe also, as to a portable 
mosaic, Vas. XT. 280, 

« Vas. V. 78. XI. 285. 

® Portata al Oatasto 149B, la 
Gave, X. 208. 

was put out to [nurse at 
Prato whore, at two years old, Ms 
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grew up strong and hearty, and had the advantage, after 
his father’s death, of being acquainted with most artists 
of pi’omisG ill Morcnco, whose rivalry or council might 
compensate for the deficiencies of h^s uncle. Ho went 
early to the Brancacci chapel, where most of his cotom- 
porarios copied the frescos of Masaccio, and later to 
the papal Hall, after the cartoons of Michael Angelo and 
Leonardo had been opened to public view;^ but the 
persons to whom ho was most indebted for guidance and 
encouragement were Granacci, Piero di Cosimo, and per- 
haps Rossclli liimsdlf. 

Under tlio combined influence of the examples be- 
queathed by his father and uncles and of tlie precepts 
instilled into him during the course of a careful education, 
ho laboriously perfected a "Procession of Christ and 
the Marys to Calvary” now in the Palazzo Antinori a 
S. Gaetano in Florence. Benedetto’s idea of this sub- 
ject had obviously loft a vivid impression on his mind; 
and whilst ho probably felt how little it was calculated 
to satisfy the requirements of the time, he appro- 
[miatod some of its principal combinations with intuitive 
tact. Wo thus SCO at tho Palazzo Antinori a composition 
moro artfully balanced, richer in details, and more co- 
pious in its filling than that of the Louvre, and drawing 
that reveals moro study of models or of 'nature; but we 
mark also tho repetition of unattractive typos like that of 
tho S. Veronica with its round staring oye, or of scowl- 
ing soldiers with features gathered into wooden cor- 
XTigations. ■ Tho weighty coarseness peculiar to Grar 
nacoi contrasts horo and thoro with more select shapes 
such as that of tho Rodoemor whoso bonding figure 
recalls Leonardo; tho Virgin who wrings hor hands with 
dignified griof, or tho female in rear of her, whose pleas- 
ing and regular face is replete with soft melancholy. 


Ue was savod". Seo aanpt. Taa 
XI. 298, and Tav. Alfab. 

‘Vas. HI. 182. Vin. 6. Xt 
286. 7. 


Ufa was dosjiaired of. His parents 
"vowed a taper of three pounds 
to tho Madonna dolle Oarcore, and 
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Slightness of build is usually noticeable ; and the tones 
are laid on with the smoothness of the Lconardosques, 
Credi, and Piero di Cosimo.^ How strongly Kidolfo's 
young mind could be affected by the constant obser- 
vation of masterpieces by Da Vinci and Orodi;, may bo 
judged from the low-tinged but highly linished Annun- 
ciation that still hangs in the saciisty of the Montoliveto 
abbey outside Florence ; — a panel in which the gently 
curved contours and pretty mould of slender and youth- 
ful personages, the broken draperies, and hilly landscape 
are not less characteristic of this tendency than the hard 
enamel and thick substance of tlie colour.- There was 
scarcely one amongst the aspirants to fame in Flox*ontine 
art at the opening of the sixteenth century who did not 
feel himself attracted towards Da Vinci, and it probably 
happened that'Bidolfo, knowing Cosimo Kossolli, and 
being acquainted with Baccio della Porta, as well as Ma- 
riotto and Piero di Cosimo, caught their onthusiastu ivv 
that master, and devoted particular attention to his crea- 
tions, Vasari indeed affirms that Ridolfo studied under 
Fra Bartolommeo, insinuating that this occurred at the 
time when Raphael and the Frato had close intercourse 
with each other; but they might, and we think they did, 
meet in the shop of Rossolli, whose mode* of diKtribxition 
and thick coating of sombre reddish tints Ridolfo inii- 
tatod in 1504, in a Coronation of the Virgin undertaken 


' * Tho landscape is a little cold 
and yellowish iu tone, with trees 
of a raw green j tho touch crisp, 
and contrasts marked. Tho figures 
are half as Urge as life. Tho pa- 
nel, partially si>lit vertically in 
throe places, is mucli injured and 
repainted iu tho lower part, and 
generally deprived of its glasses, 
the result being yellow flesh with' 
earthy shadow. Tho picture was 
once in S. Gfallo at Florence (Vas. 
XI. 287—- 8). A replica of it, done 
with the nolp of Michele di Ri- 
dolfo, is in B, Bpirito at Floroneo. 


* This pantd (wood, oil, iiguron 
% life size) has remained iin- 
observed, and at first suggests the 
name of Grauaecl; hut on compa- 
rison with tho picture previously 
described, seernH more appro- 
priately to come under that of Ri- 
dolfo. Tho surface has tuidergoue 
some cleaning, and the head of 
the Virgin is raw from that cause. 
There is some reHomblunoo in her 
face to that by Domenico (Uilrhin- 
daio iu tho panel once at H, Uiusto 
and now at the Ui'fizi, lately 
changed from No. 1206 to No. 
1295. 
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for the nuns of the convent of S. Jacopo di Eipoli^ at 
Florence and since transfen’ed to the Louvre.* From the 
comparative imperfection of this work, in which we trace 
an appi'oach to Mariotto and Baccio della Porta through 
Rosselli and Pier di Cosimo, to the more successful mode 
of delineation, truer proportion, and more plastic relief in 
four saints at the same convent, a marked phase of im- 
provement is evident. Not that the general tone is less 
strong or of loss lustrous impasto, but that it is richer 
in the warmth of the yellow lights and brown shadows, 
whilst the thin figures are more energetic in play of limb 
and uiusolo, more correct and natural in movement, in 
cast of drapery, and in transitions from dark to light:* 
In a Nativity of this period at the. Hermitage of S. 
Petersburg, wc follow llidolfo in the same track as at 
liipoli, yet combining peculiarities derived from the ateliers 
of Rosselli, Mariotto, and Baccio della Porta, with those 
of his old friend Granacci. Gx’anacci’s name indeed is that 
under which this piece has been placed, although it 
exactly coiTOsponds with Vasari’s description of one in 
the life of Ridolfo:'* 

Having* roccivod m oVdor from tho monastory of Cestello for a 
Nativity of Christ, lie took pains to surpass his rivals by extreme 
labour and *diligoneo, depicting the Virgin in adoration before the 
infant X.Uirist, vS. JoHcph and two ■figures of y. Francis and B. Joroin 
knooling, and a beautiful landscapo like that of tho Sasso della 
Vornia, with, a choir of angels singing above the pont-housc, tho 
whole well coloured and of fair relief 


* Now Oonsorvatorio in HipoU. 
Via doUa Soala at Florence. 

* Ijouvro. No. 206. Two angels 
are at the side of tho glory, in 
which Mary is crowned by the Uo- 
deemer. Below, BB. Peter Martyr, 
John the Baptist, Jarom, Magda- 
len, Francis and .Doniiiuck, all 
kneeling. Tho figures arc inoro 
or loss dry and bony (wood, 
oil), small panel with tho date; 
“MDIIir’, not 1503, as stated m 
tho catalogue. 


There is something in the Coro- 
nation still reminiscent of Bene- 
detto Ghirlandaio’s 8. Lucy at 8. 
M. Novella. 

* X’hoso saints hang singly on 
the entrance wall of 8. Jacopo, 
under the organ left, in painted 
niches. They represent 88. Sebas- 
tian, Cosmo, Damian, and a her- 
mit with ' a lion and string of 
beads (wood, oil). 

^Ilormitage. No. 22. Wood, oil. 
life size. 

8 Vas. XL 288. 
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The full and weighty shape of the S. Jerom as con- 
trasted with the more delicate Virgin and S. Francis, and 
the polished surface of the fused colour most remind us 
of Granacci, wliilst the strong, well harmonized tints, and 
vigorous chiaroscuro, and die atmos])h(!ro which pervades 
the groups arc all characteristic of Ghirlandaio, lint it 
is of interest to find in a picture liko this tho proof 
that Ridolfo, as Vasari states,' was still in a position to 
accept assistance from a favorite pupil of his father. 

There is another feature, meanwhile, deserving of spe- 
cial remai’k. The landscape, with its rich and pleasant 
vegetation, its distant edifices, its ruins, and cpisodcss, is 
treated in the manner of Fra Bartolommeo and Raj)hael, 
and introduces us to tho time when they hecamo friends, 
and might by their interest for Ridolfo give an additional 
spur to his exertions.* 

That Ridolfo’s art between 1504 and lOOti entered u])on 
this phase, is notorious; and it is pleasant to trace it 
from this beginning to its subscJiuont dcvciopmont. Tho 
change which was then prodticod did not affect bis idio- 
syncracy. Ho still hold to his usual brown and some- 
what hard enamel tones; but ho became a thorough mas- 
ter, not merely of form as derived from nature; but of 


^ “Stando oolOrillandnio’’; Bays 
Vas.IX. 219. 

* Tho picture is in oil, a little 
out of balance as regards compo- 
sition, in couBcquonco of tho sisso 
of tho B. Jorom; slightly out of 
keeping from abrasion and re- 
touching of tho llosh tints in tho I 
S. Joseph, B.Francis, axul Virgin. I 
Tho piooo has boon transferred 
with success to canvass. 

In tho same gallery of tho Ilor- 
mitage we find throe pieces under 
the name of Kidolfo Ghirlandaio. 
No. 29. wood, transferred to can- 
vass, is a round of the Nativity, 
within the pent-houso, almost en- 
tirely renewed. But from what ro- 


inains of the original in the in- 
fant, tho young lifintiMt, and two 
angels, as well as of the draportcH 
and hits of unaltered colour, tho 
hand is more likely to bo that of 
Franexa Bigio, or Huglardini. No. 
80. Virgin, child, and Baptist j 
round, wood, transferred to can- 
vass. No. 81. Virgin and child; 
scpiaro, wood, transferred, arc 
both by oxui painter, a follower of 
Eidolfo, either Micholo di Uldolfo 
or Mariano da l*oscia. Tho hand- 
ling is careful, tho colouring raw, 
and taoro is some want of feeling 
in the ilguros. The conception is 
that of UaphaepK carried out by 
tlie feebler hand of tho men above 
named. 
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soloct form, in triu! i-olicf, of perfect modelling and ont- 
lino. Whilst ho felt in this sense the effects of the com- 
panionship of the Fratc, he was moved by that of Ra- 
phael to a tender yonthfnlness of typo in his imper- 
sonations, to a soft ttoshinoss, especially in children, and 
to brightn(!ss in minutely touched landscapes. Of this we 
have oxiunplea in a i»retty Iiaphaolcs(iue Nativity at tli§ 
Rorlin Mnsenin,' and in a bolder, more brilliant, and fa- 
cile spof.imen of the same anbjetet in tho Ksterbazy col- 
lection at Vienna.'^ Tho sovci’cv qualities of plasticity 
unilod to breadth of light and shade, ho exhibited in a 
female imrtrait of 1509 now at the Ritti,'* whore his powers 
appear undoubtedly superior to those of Oranacci and 
Piero di Oosimo; whilst in a prcdclla at the Oratory of 
tho Bigallo at Florence, his composition and his drawing 
(inuilate the energy, grandeur, and fullness of life dis- 
tinguishing tho works of Mariotto and tllo Fratc; and his 
colour assumes a now richness and warmth.'* 

Raphael’s trust in tho talent of Ridolfo Ghirlandaio was 
HO full and complete that wo arc told ho allowed his 
friend to lill in a part of the drapery in tho Bella Giar- 
diniera which was to ho sent to Sienna;^ and when San- 
jsio reached Romo in 1508, nothing pressed him more 
than the desire to got Ghirlandaio to join him. But Ri- 


* HdrUu MiiHmim. No. 01. Wood, 
(dl, th<^ Htii'DicR, of A cryntalllno 
jroUHh llko that! poctiliar to Ora- 
oacoi. 

* A cotnpoHition of olovon flpfiiroH 
a little rtiminlHcout, an vogartltt 
dintritmtiori, of Hijafnorollu Tlio 
child, on tho centre of the fore- 
jffound, hotwcon tho Hpcctiitor 
and tho knoellnfC Vlrdn. At hor 
Hide a nhcphowl adoring*, hohind 
whom a yonng piwtor polntH out 
tho Infatit to a third oarrylng; a 
kid, 'I'o tho rigiit, in front, a 
youthful Halttt Is lit prayer facing 
Bs JamcHy In altnUav attltiidc, on 
the loft. In mr of tho latter atand« 
B. JoHcph loaning on hU wtitff. Jte- 
hind, h the pout-house, with tho 


ox and ass, and in tho sky is a 
choir of throe angols. On tho bor- 
der ono mads: *‘Kidolfiis Grlllan- 
dauiH dorontinus faciebat”. 

* ntti. No. 224, Fomalo, soon 
below tho waist, with a vest 
bordered at, tho nock and shoulders 
with white. Blcevos dark green 
(wood, oil, about large as life). 

♦ This is a predolla of fiye pa- 
nol» witli; 1, tho iflscocutlon of B, 
Voter Martyr; 2. the Nativity; 8, 
a Virgin of Mercy; 4. the flight 
into %ypt; 5. the brethren of the 
Blgallo carrying a ip^rounded man 
(wood, oil), Vasari truly says of 
these little panels that they are 
ttiHgnldoent miniatures (XI. 

*yas. yin,12; XL 287. 
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was valued by Perugino, Qranacci, and Ridolfo Ghir- 
landaio J After a time, the brethren resolved to ask 
another to do tho miracles of S. Zanobius on two panels 
at the sides of the Annunciation; and they 'gave the 
commission to Ridolfo. We shall not describe the 
composition of the ^'Raising of the child”, a line engrav- 
ing of which will be foupd annexed to this page, but 
merely point out that in this as in the ^^Burial of the 
sainP^ Ghirlandaio’s skill has reached its highest ex- 
pansion.^ Extraordinary liveliness and nature stamp 
tho movements and expression of the eager and won- 
dering crowd which presses round the kneeling bishop, 
as with uplifted arms he restores life to the fallen 
boy. Masterly are tho drawing, modelling and transi- 
tions of light and shade, warm, rich, and harmonious, 
the strong tone of colour. Grandeur, imposing by its 
simplicity marks the bishops who carry the corpse of 
tlio saint; and there is a dignity and breadth in action 
and drapery that almost equal those of Domenico.® The 
system ^df handling peculiar to Mariotto and the Frate 
had never as yet been so successfully applied by Ridolfo, 
who having previously surpassed Qranacci and Piero di 
Oosimo, now rivalled even Andrea del Sarto. Admirable 
as the latter had been in embodying* the highest laws of 
art; unapproachable as he then was in the knowledge of 
fresco, he lacked something to entitle him to equal praise 
in tho execution of easel pictures, his tones being too 
unsubstantial and misty to give unexceptional satisfaction. 
Ridolfo as a Florentine and an oil painter now stood at 
tho head of his class, in a position exactly contrasted 
with that of his father Domenico who had achieved fame 
by tho production of unrivalled mural decorations. Nor 


1 Vas. VIL 185. 

No. 1275, S. Zanobius 
raising tho dead boy. No. 1277. 
Translation of tho romams of B. 
Zanobius (wood, oil). . 

* Another picture, a roxind of 
the Virgin, child, and sleeping 
boy Baptist, No. 1224, at the Uf- 


fizi, has quite tho stamp of Ridolfo 
at this time, though it has not all 
tho beauties of tho ‘‘Miracles” dos- 
cribed in the te 3 :t. The colour is 
sombre, the forms a little paltry. 
Btm this is comparative only, the 
conception being pretty and es- 
sentially Florentine. 
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was this a fleeting interval in his career. The same 
nobleness is to be found in the Madonna and saints of 
S. Pier’ Maggioi’o at Pistoia as in tlie ^^Miraclos of H, 
Zanobius^', with an additional toncli of Kai)haelos(|tu^ 
grace;' and Ridolfo deserved, as indciod he ohlaiiunl, all 
the encouragement of his countrynicii. lie Imd inhcritHl 
from his father a principle which had been ludd by many 
great men before, that an artist, if he k(^j)t a shop, 
should attend to every order that was brought to him, 
however small it might be. He never grumbhal for that 
reason when asked to make pennons, standards, or ban- 
ners, or to colour crosses, curtains, or pro(‘.essional pro- 
perties.^ He preserved by this nuuins tlu^ fatiility re- 
quired for carrying out vast scenic canvassoH of whi(‘,h 
the Florentines were profuse during the lirst half of the 
sixteenth century. Tlic earliest of iheso with which ho 
was connected, wore mad(i for the wedding of (iiuliano 
de' Medici.^ But the most magnificent were tinderiaken 
for the solemn entry of Loo the Tentli into Florence, in 
November 1515.'' On that occasion the r(ipnblic atul the 
McdicF’ vied with each other in the sumptuous cftarachn* 
of their preparations. Triumphal arches in the ])rincipal 
streets of the city wero. raised and painted by l;hu‘cio 
d' Agnolo, Jacopo di Sandro, Baccio di Monhdupo, diu- 
liano dol Tasso, Granacci, Aristotilo da H. Gallo and 
Rosso* Mimic temples, obelisks, ])ilhirs and statues lik(» 
those of Romo wore got xxp by tlio itigonuity of Baccio 
Bandinolli, Antonio da S* Gallo and others* Atidrea del 
Sarto and Jacopo Sansovino restored for a day the front 


^ Tho Virgin sits in a somioirclo 
of saints the nearest of whom , to 
the spectator are S. ISohastian and 
Gregory on both sidcss of tho fort5- 
ground, the rest houig Anthony, 
two female saints, and H, James. 
The figures are life nm) (wtmd, 
oil). The panel scaled here and 
there, and tho colour opaque in 
certain places from retouching. 
This work is noticed in Vasari. XL 
p. 882. 


* There arc records of pay men ts 
for various matters of this kind iu 
the archives of H. M. del Fiore iu 
1518-^19. Hee note to Vas/XL 
208. 4 j XIIL 77. 

3 Vas. XI. 208. 

< Th. VTIT. 188; IX. CO. 218. 224. 
2G0; XI. 88. 208. 298. 

® “La Hignorla c (HuUauo de* 
Mcdicr». Van. XIIL 77. 
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of S. Mai'ia del Fiore. Masquerades and triumphs were 
imitated from those of heathen times. The guilds, as they 
followed the procession of Leo, were all gaily dressed in 
new costumes, and waved flaunting banners or flags on 
models invented by Ridolfo and his journeyman Granacci. 
Ghirlandaio himself adorned, with the help of his ap- 
prentices, the papa] residence at S. Maria Novella, and 
the })alace of the Medici, and produced, with Granacci, 
the scenes for the comedies that were given in the 
evening. 

Fi;om festive days like these to mournful ones which 
also required the aid of artists, there was but a step; 
and Itidolfo arranged the funeral of Giuliano de^ Medici 
w'ho died in retii'ement at the abbey of Ficsole in March 

From grave to gay again. In 1518 Lorenzo de^ Me- 
dici, duke of Urbino, hold grand court on the day of 
his wedding at Florence, the ^^apparato’’ and plays being 
prci)ared under the joint superintendence of Ridolfo and 
Francia Bigio, with the assistance of Aristotile da S. 
Gallo and Andrea di Oosimo.^ Equal pomp, but of a dole- 
ful* kind, at Lorenzo^s death in 1519, when Ridolfo is more 
in request than evdr.^ 

The Medici wore grateful to him for bis success and 
punctuality on so many of these occasions of joy or grief. 
Tlu^y gave him special marks of honour as a citizen of 
Florence; and he was made ^^painteF^ of the opera of S. 
Maria del Fiore> 

Ti'lio pro})Crty which he had inherited from his father 
increased, in spito of the heavy charges that weighed 
upon him in tlio shape of fifteen children; and he was 
able to number, in his returns to the ^^catasto^', a con- 
tinual increase in his possessions of land.® In the midst 


< II). XI. 298. 

* Ib. IX. 101. XI. 203—293. 

8 lb. XX. 298. 

iintl lam in this capacity 

VOL. xn. 


iu records of 1519. See annot, 
Ytts. XL 293—4. 

8 Uayo, Carteggio, I. 268. The 
last “Portata” is of 1584. 

34 
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of prosperity, ho remained consistently hon<ist and con- 
scientious in the pursuit of his art; and in spite of tlu^ 
numerous works which ho had carried through, ho showed 
no signs of relinquishing any of the dUigenc(i that had 
been so conspicuous in his first manhood. Of this w(^ 
have a convincing proof in a Pi<it{i of 1521, at Agos- 
tino of CoUe di Valdelsa where the Saviour supportcul by 
the Virgin and Baptist, mourned by the Magdalen, and 
adored by SS. Jcroin and Nicholas, discloses liis talent 
in the same path as of old. Composition in tlui fiishion 
of the Frate and Mariotto, refined forms, nobhi nud(^, aiul 
true harmony of keys exhibit the unaltered ])erfe.ction of 
his style; and the solo difference that one poveoivos, is 
in the comparative lightness of tones wliich have lost 
some of the old richness and fullness.^ 

With greater ^^bravura^^, hut in the same ayshnu lu^ 
furnished the dexterously handled Assumption of the Com- 
pagnia de’ l^attilani at Florence, now in the Berlin 
Museum, in which the only fault that can l)0 found, is 
slight emptiness of colour;^ and wo begin to perceive 
that Ridolfo is thinking of liis ease and ])utB his confi- 
dence in the aid of his disciple Micludc. Wo them caller 
fully upon a period in which the vigour of the man scuans 
on the wane, producing the fiat and unrelieved H. Jca’om 
penitent,^ and the loosely executed Annunciation, at H. 


* Wood, oil, figures life size, lu 
a prodolla are tho anus of Mario 
(11 Niecol6 Hcltrammi for whom 
the picinro was ordorcid (Vasari 
annot. XI. 207), and the following 
Hubjocts: No. 1. Nicholas visit- 
ing the three youths in prison; ‘2. 
the decapitation of John Bap- 
tist; 8. the Ro«un*oction ; 4. H. 
Jorom in the dosort ; fj. the Com- 

■ munion of the Magdalen, 

* Berlin Museum. No. 203, with 
a portrait of liidolfo wliieli waH 
taken by Vasari for his lives (see 
also Vasari XL 292. 3). The date 
of this piece may ho fixed just ho- 


forc^ 1527. After the sic^go of Flo- 
rence in that year Ridolfo re^ 
painted the lower part that had 
boon spoilt. In truth tlx* lower 
apofltl(\H are treated more frank- 
ly tlian the glory, tlx* latter being 
nearer in style to tlx* Frate, th(» 
former to Hankie, The portrait 
is the head of the saint next to 
John the Baptist. 

^ Altar U) the left. The colour in 
flat and yellowish, the surface poL 
ishod. In th(» distance to tht» left, 
S. Francis rec<dve« the stlgmatjw 
To the right the angel leadsToblt, 
The panel has been scalod lu part. 
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Girolamo^* closings as it woi’c, with the Last Supper of 
1543 in the refectory of the Angeli at Florence in which 
del Sarto’s ^^Cenacolo^’; at S. Salvi^ is copied with unne- 
cessary fidelity.® 

In this long interval, however, many incidents of inter- 
est arc worthy of notice. We find Eidolfo," in 1520, val- 
uing with Bugiardini an altarpiecc by Jacopo del Sellaio,*^ 
and in 1524, appraising frescos by Guglielmo di Marcilla.'* 
In 1525 I)a\dd Ghirlandaio dies in the arms of his nephew 
and surrounded by Eidolfo’s children.^ In 1536 the en- 
ti'anco of the emperor Charles the Fifth into Florence 
gives rise to a display equalling, if not surpassing that 
of 1515, in which Eidolfo erects and adorns with great 
splendour, in company of Michele di Eidolfo, a triumphal 
arch at the Canto alia Cuculia.^^ 

Similar rejoicings take place at the marriage of Cosimo 
de’ Medici in 1630, and at the christening of his son 
Fi'ancosco in 1541.'^ Eidolfo is constantly busy for 
the grand duke of Florence in his palace, and he paints, 
1543, a series of frescos in the monastery of the Angeli.^ 
In the meantime his children are well educated and enter 
into business as merchants in France and at Ferrara. 
Eidolfo, without giving up his profession, becomes almost 
a sleeping partner in his own business, suffers from the 
gout; but lives on for a while, rolled about in an easy 
chair. At last ho is taken %om the world in 1660, out- 
living most of his cotemporaries except the immortal 
Michaolangclo.^^ 

Of tho altarpiocos which may be said *to have been 
jointly done by Eidolfo and his disciple Michele di Eidolfo, 
wo make tho following list. 


1 Altiir to tlio riglit. Tho surface 
has JSronzino’s onamol (Vas. XL 
291). 

* This frcpco is rapidly losing 
colour from damp. The S. Bartho- 
lomew especially is much injured, 
’as indoccl is tho whole upper part. 

* Mfcii rocords in our hands. 

4 Vas, vni. loa. 


5 Vas. XI. 289. 

0 Vf^s. X. 15; XJ. 296, and Va- 
sari to Arotino, May 1536, in Bot- 
tari, Racoolta, 3. 43 and foll*^. 

’f Vas. X. 269—270. XL321.XTIL 
162. 

8 Where his brother Bartholom- 
me 0 was in ordei^s. Vas. XI. 289 — 90, 
e Vas, XL 298. 
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Florence. S, Felice in Piazza. Virg^in, child, nii<l 8^S. linrUjoloiiKiW, 
Sebastian, Peter, and another, with the Eternal auionj,^st ang^cds in Innio 
diction (wood, oil, figures life size), injured by restoring, 'riiero. is some 
alfoetation in the Madonna. The onaiuol surface is like JJronzijio’s 
(this is not the “tavola” mentioned by Vasari. XI. 121)5). 

Florence. S. Spirllo, originally in the Cap^iolla do’ Si'.gni, now in 
the left transejit (Van, XI. tll)5). Virgin and child, behind whom 
1 : 3 . Anna. At the sides, four standing .saints and ShS. IVIary Magda- 
len and Catherine kneeling (wood, oil, nnieh damaged), an 

above. — Virgin and child between SkS. Ilartholomew and Hcnedict, 
erect, Giovanni Guulberto and another kneeling (wood, oil, life size). 
— Christ carrying his cross. The first is a soft and rather feeble pro- 
duction, reminiscent of the liaphaelcsque in tin* N'irgiu and eliihl, of 
a mild rosy'tonc, with a touch of Crodi from whose school Micliele 
came. The second is a sort of replica of tiio altiirpicce at the I’a- 
lazzo Antinoi'i. 

Fl 07 '€ 7 icc. Academy of Artn. Otd. des: grarnh Tiddatux. No. 85. 
Virgin and child hetwocn the kneeling BH. Erancis and Chiam, the 
standing James and Xjawrencc. Wood, oil. Wame Galb*ry, sann^ 
room, No. 77. Marriage of fcs. Catherine, Tim first was once in 
8 kS. Jacopo e Francesco (Vas. XI. 21)5), llio second in H. (hit/u’iua 
at Florence. Tlieso' are also weak ainl of a rosy tone. Same (lab 
lory. No. DO. Martyrdom of the conipanious of S, Ursula. 
Doubtful. 

Florence. PUlU No. 180, Holy Family, bidder than the fore- 
going and apparently done by Jtidolfo, with little or no help from 
Midi ole, 

Florence. S. Marco^ Sacristy. Anntmeiation, in the snma style as 
the pictures at the Academy (but see, antea, Fra IJartolotmneo p, 4.’U), 

Florence. Galleria Tor riyUttil. Of the same c.Iass and character as 
the foregoing, is a tine copy of a Virgin and child by liapbacl, 
now No. 88, in the liridgewater Oallory in Ijondon* 

Florence. S. Jacopo di lUpoli, Two pieces here have Inmn already 
noticed. A third, of a differeut period, may be aildcd to thorn. It 
represents the Marriage of H. Oathorjiio (Vas. XI. 287), the Virgin 
and child recalling Banzio; and takes a place in the series hero 
classilied on account of the geutltmess of tho tyjro.s, the light rosy 
tints, and slight shadows. 

Florence. S. Martino delfc Monache* Virgin and child, on clouds, 
llolow, B. SebaHtiaa and another saint. Two angels lly ahovo llio 
head of tho Madonna. Distance, landscape (wood, oil, figures largo 
as life). Bimilar to tho last nuuitlonetU^ 

1 Tho following have boon either I altogether. Not seen; - UlpoHjVlr- 
not soon by tho authors, or fail | gin and saints (Van. XI, 21)5). Flo' 
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Praii). Hncco (seen in 1857). Once in possession of Signor 
Giwv. Gngliardi of Florence. Virgin, child, S. Schastiau and S. 
Koch (Vas. XI. 200). 

Florence, Gatcft of S. GaUOf al Prato and alia Croce* There are 
romn/ints, in the first, of a Virgin and child hotween SS. John 
IJaptist and CJo>sino; in the second, of a Madonna, Avith the same 
saints; in the tliird, of the Virgin and child, between SS. John the 
IJaptist and Ambrose (Vas. XI. 208). 

Panice Academy, No. Virgin anil child between two angels 

with lilies, Peter Martyr and Lucy (much repainted, the angel 
at the side of 18. Peter renewed as to the head), a work more like 
;Mainardi than Kidolfo. 

Rome, Galleria Rory /lane. [ No. 35. Portrait of a man to the 
loft, in long hair and cap, assigned to Kaphacl, injured by restoring 
and in the manner of Kidolfo, 

IJampton (^ourl. No. 1084. Portrait of a man, in very bad con- 
dition, but recalling Kidolfo. 

Of Ridolfo^s pupils, wo shall at present only mention 
Mariano da Poscia whose pictures may bo taken in the 
following order. 

IGorencc. Uffizi. No. 44. Virgin, child and S. Klizaboth present- 
ing the infant Paptist. Though Vasari says that Mariano was Ki- 
dolfo’s ptipil, the picture hero cited by him (XI. 291) in no wise 
reminds ns of that master. Tho composition is fair, but the forms 
are swollen and tho tone bricky. Tho art revealed is lifeless. In 
tho same character wo have a number of others. 


ronce. Ognissanti. Virgin, Baptist 
and S, Konmaldo (Vas. XX. 201), 
Prato. iMiomo. Virgin giving the 
girdle to B. Thomas (Vas. XI. 291). 
Florence. (Jliicsa della Concovione 
via do’ Hervi. Mooting of H. Anna 
and Joachim, now iu Oasa Passe- 
rini (Vas. and anuot. XX. 291 — 2). 
lUorouco (near) Uiogoli. Piovc. 
Tahoruacle. Virgin, child, and an- 
gels (Vas. XI. 293). Florence (near) 
(lertpsa do’Oanialdoli. 'rabovnaclc 
frescos (Vas, XL 203). Monte 18. 
Haviuo. Madonna de’Vortigli, mo- 
nocdiromes, scenes from the life of 
Joseph, altnrpicco and fresco of 
tho Visitation (Vas. XL 290. 3. 23). 
.Gone. Florence. Oostollo or S. 


JM.Madd. cle’ Pazisi. Nativity (Vas. 
XL 288). Florence. SS. Aimunziata 
do’ }8crvi. 18. Michael Archangel, 
copied from Fra Bartolommeo in 
the cemetery of 8. M. Nuova (ih. 
ih, 291). Florence, S. Felioita, two 
chapels iu fresco, visihlo in Kicha’s 
time (C)hioso IX, 303. 308, and Vas. 
XL 295). LUorenco; Compagnia dc’ 
Nori. Martyrdom of the Baptist 
(Vas. XI. 295), Florence. Borgo 
S. Friano alio Monachino, Annun- 
ciation (ib. ib. 296). Florence. S. 
Martino alia Palma, tavola (ib. ib. 
29G). Citte\ cli Castello, ti. Fiordo, 
>S. Anna (ib. ib. ib.). The three 
feats of Hercules sent to France 
(ib. ib. 201. 2). 
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Florc 7 ice. Cam TorrujiunL Virfriu, chiU, youtlilul Jiapliat mul S, 
Joseph. Wootl, oil, enamel surface. 

Florence. Mavchese Fiancialichi. No. liJ. Virf^iu and child (but .s(u^ 
antea, Fra Bartolommeo, p. 473). 

Hrimels* Muaemn. No. 30i). Holy Family (sw aiiloa, «aj»;linni). 

Montpellier. Musee Fahre. No. 210. J’ortrait ol* Petrarcli (V) jih-- 
signed to Kidolfo, but more luoclcru. 


In Francesco Granacel wlio prciservod ihrough lilV an 
intimate connection with the family of ilio (Jhirlaiulai, 
wco see how happily a man of r(^K[)eclahI(i atiainnieniH 
can reach a haven of comfort in his old ajj^c, wlnm his 
ambition docs not exceed his skill; and when lie sIiowk 
in daily intercourse a kindly and cho(n*ful diK|) 0 Hiti()n. 
Granacci seems to have ])ossosscd; in a stipnduo th^gn^j, 
the art of being companionable. IIo was cfuick at disenTn- 
ing talents surpassing his own, and before tlioso he took 
off his hat; acknowledging with surprising nu)d<‘siy the 
superiority oven of those who were by many years his 
juniors. Hence the friendshij) which united him with 
MichaelangclO; and his willingness; at a later period; to 
act as the assistant of Kidolfo Ghirlandaio, llonco his 
inability to fill any of the high places rosorv(ul for the 
groat men of his ago. lie was born in J4(5!);* and brcnl 
in the atelier of Domenico and David Ghirlandaio.'** In 
the Brancacci chapol; whore ho studied likci most candh 
dates for pictorial famO; ho sat to Filip])ino lj])l)i who 
took his portrait in the ^liosurroction of Urn king's soifh^ 
Ilis youth was thus spent in tlio company of thc^ best 
masters of the fifteenth century; and in Um shop whore 
ho served; ho was hold to bo the most promising of 
draughtsmen.^ As Michael Angelo began his time with 


* Tho “porta ta al Catiisto” of 

Oranacci’s mother, cUtod 1480 
(Oaye , Cartog. note to vol. II, p. 
468) states that at that time Fraa- 1 
cosco vras olovon years old. | 


86; IX. 217. 18; XI, 

286, 

3 162; y. 243. 

< Ib. IX. 218. 
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Doiiiciiico Ghirlandaio in 1488, Granacci at once observed 
the lad’s precocious nature, and furnished him abundantly 
with drawings; and thus laid the foundation of a lasting 
intimacy J It was about this period that Lorenzo de^ 
Medici, having placed his collection under the charge of 
Bcrtoldo, had determined to try, if it were not possible 
to bring up some boys as sculptors, in view of restoring 
to that branch the importance it had lost in consequence 
of the great prccrainenco acquired by professors of paint- 
ing.* Domenico Ghirlandaio having been consulted upon 
this subject, entrusted Granacci and Michael Angelo (1489) 
to Lorenzo as the- most likely scholars; and thus the 
companionship which had begun under favorable circum- 
stances seemed destined to a happy continuance. Michael 
Angelo soon did justice to the choice of Ghirlandaio, and 
during his rapid progress, repaid the kindness of Gra- 
nacci by presents of designs and by advice.^ But Gra- 
nacci did not for his part take to sculpture; and Lorenzo 
was only enabled to. use him as a draughtsman and de- 
corator in the jousts and triumphs with which he kept the 
l^lorontinos in good humour at carnival time. In those, 
however, according tp the testimony of Vasari, Granacci 
was admitted to have boon highly successful; and hero 
.also Doinonico Ghirlandaio approved himself a compe- 
tent judge of the ability of his pupil.^ 

If it over happened to Granacci to take an extensive 
share in any of the numerous undertakings in Domenico’s 
atelier, wo should say ho may have been principally oc- 
cupied in the production of a Madonna amongst saints, 
now at Mr. Barker’s in London,^ or a Coronation of the 
Virgin in Santa Cecilia at Cittii di Gastello.® In Ghir- 

1 Ib. XII. 169. gels play musical instruments. 

* II). VII. SJ06; XII. 162, 8. Below, on clouds, arc SS. Francis, 

® II), ib.il). Bernardino and Buenaventura 

4 1b. IX, 218; XI. 203. erect (loft), Louis, another, and 

^ tioo antoa, II. 492. Anthony erect (right). In the cen- 

® See antoa, IL 662. The Virgin tre, kneeling, BS.ltosa^MaryMag- 
knools to the right, before Christ, dalea, Catherine, and Chiara. 
in a circular glory of cherubs’ This altarpieco is called a Piero 
heads, outside of which eight an- della Francesca, hut the figures 
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landaio^}:? great frescos at S. Trinita; or 8. M. Novella^ 
his help was of too general a character to ])or(u^])iihlo. 
But he took part in tho altai’picccs finisliod by Bene- 
detto and David after 1494; and two ligiires of saints, -- 
S- Anthony, in which his cooperation is ])roved by Va- 
sari,^ — or vS. Vincent, upon which, though liner, the Are- 
tine is silent, disclose a notcable superiority over the 
brothers of Domenico Ghirlandaio, an approximation, in- 
deed, to the lattor, in' form, jiroporiions, outline, a.ml 
drapery.^ 

We might believe, in consideration of two v(uy (dear 
toned, an(l slightly roliovcd, but much finished bust lik(V 
nesses of -a male and female, in tho Museum of Berlin, 
and in the gallery of Oxfoi*d, that (!iranac(‘.i was (Vtv 
quently engaged in his youth as a portrait painter/'* Jlis 
tendency from the beginning to imitate tlu^ Mi<‘ba(dang(?- 
lesqiie might bo illustrated in a tempera of tlu» Virgiii, 
child, and saints at Berlin.* 

Another early contribution to the colhJcUon of lus works 
is to be found in the kneeling 8. J(n'otn and 8. Framds, 
part of an Adoration of the Virgin, in^the Berlin Musounu 
The S. Jorom osp(3cially denotes a masculiiu^ and vigor- 
ous complexion in the artist, without tlu3 feeding whi(di 
avoids reproducing the vulgarity or Ilorculoau nature of 
a model. For tho same reason tho anatomy is (M»rre(d 
whilst tho drapery is involved and bundled into Inuips. 
Unlike tho rest of tho picture, tho two saints arc^ iu oil, 

aro slomloror tlian hi.s, and the scliool of Doun (diirlnnilait* and 
tempera has the roddinh (IohU tints Mainanli is here plainly 
of Oraimccu. and exeeutioi» Is' not titilike 

^ Vas. XI. 285, that of a prolile (hfo* HI, Berlin) 

^ * Those remarlcH apply more aUrilmtnd to Kandro HottieelH, 
pai’ticularly to tho fS. Vineent; a Oxford gallery. Mule, full face, 
tempera which is numbered No. 74 ahmmt life size, ascribed to Ma- 
in the Tierliu Museum; the B. Au- saecuo (tempera, almost life siz'e). 
thony being No. 7(5 in tho same Hame c.baractc^r as ihi‘ for(»going. 
galkry, and in oil, 'Mterlin. Musemm. No. 97. We 

® Berlin Museum. No. 80. Fo- have here the styk of (Ihirlandaio 
male, Vj, to the loft, tempera, 1 dwarfml, but something iuod(^rn in 
with the words *‘Noli mo taugero” I tlu^ marked character of the 
on the parapet of the opening at ! action and poses. The execution 
which tho bu8t is visible. Tho 1 is careful (wood). 
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of a hard, even brown-red impasto, with dull shadows 
sharply contrasting with the lights, yet of insufficient relief. 
They arc freely handled in the imperfect system common 
to Rossclli and Pioro di Cosimo. The art is that apparent 
in the Madonna and saints at S. Pietro al Terrene, with 
the difterenco that the figures at Berlin are carried out 
in a more facile and manly spirit, and have a muscular 
aj)pearance akin to that with which we are familiar in 
Michael Angelo.^ 

Granacci, therefore, appears to us at the close of the. 
century as a man who had already surrendered much 
that ho might have learnt in the atelier of Domenico 
Ghirlandaio, in oixlcr to adopt the energetic hardihood of 
his fi'iond Buonarotti. 

That ho should seek, at the same time, to acquire the 
technical improvements taken by Pioro di Cosimo from 
Leonardo, and still more ably applied by Mariotto and 
Fra Bartolommeo, was probably owing to the fact that 
Miehaol Angelo could not assist him in this respect as he 
did in the rendering of form. 

For a considorablo interval Granacci preserved this 
duplicate tendency. Without making any progress in the 
mode of imparting relief by light and shade ; — now and 
then giving short propox'tions to the' human frame, as in 
the four saints of the Munich Pinakothek,^ occasionally 
long and slender ones, as in the six prcdella scones from 
the life of S. Apollonia in the Academy of Arts at Flor- 
ence, — he made himself knowii by freedom of move- 
ment, and by a decisive and broad sweep of touch allied 
to great finish and fusion. IBs colour no longer had its 
l)rovious monotony of brown redness, nor dullness of 


‘ BerUn, Museum, No. 88. Hoo 
autoa, vol. 11. p. 491. 

< Munich. I^iuakothok. Haal. No. 
{iSy. 1^5. Jerom ; No. 536. ti. Apollonia ; 
No. John tho Baptist; No. 

510. ’ M. Magdalen. Theso 
ilguros, all in niches (wood, . oil, all 
but life size), are fair and well 
draped, but somewhat muscular 


and coarse. Arc they h part of the 
panel in S. Apollonia of Florence 
mentioned in Vas. IX. 221? 

* bUorcmco. Academy of Arts. 
Salle des petits Tableaux. No. 22. 
29. Tho tall and slender figures 
are in lively motion, broadly treat- 
ed, and Michaelangelesque in the 
brave mode of Rosso. 
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shadow; but a transparent gloss duo to copious voliiclo; 
and a gaudy lightness producing the olibct of ouiptlncss* 
^^Bravura'^ in carrying out, a strong accent upon action 
in torso and limb, are the characteristics of a Trinity 
very fairly assigned to Granacci, at the Berlin Musciun, 
and doubtless" of this time.^ * 

But the most favorable specimen of his manner \n\dcv 
these conditions is the Assumption and gift of the girdle 
in the Casa Rucellai at Florence.- There is soft gra- 
vity in tlio deportment of the saints conv(n'sing by tln^ 
tomb; and the drapery is grand in the hrcadtii of its 
cast. Two angels supporting the glory of llaming rays, 
almost embody the grace of Filippino. But the niiiHcular 
type and energetically forced motion of the H. Thomas 
rising from his knees to take the girdle handed down to 
him by the Virgin, as well as the onanudlod surfaces of 
the panel, and its minute laboriousnoss, ar(i derived from 
Michael Angelo, in emulation porha])s of the Madonna at 
the Uffizi which scorns to date from the first years of 
the sixteenth century.'^ 

Whilst Granacci thus faithfully followed liis gn^at and 
now celebrated guide, forgetting as ho procciodcKl thcj 
atelier out of which he had originally sprung, there was 
ono' quality which ho could not roach, and that was the 
quality of relief, in whicli ho was far surpassod by Ilf 
dolfo. llis method of dealing with colours was in so far 
different from that 'which Leonardo perfected, that h?f 
always sought transparence from the white ground* He 
tried to got light in the greatest fullness, oven to the saxudfic<^ 
of shadow which, when properly used, is a sot off to light. 


* Berlin* Museum. No, 220. 
Bound, wood, oil; (‘?) that no- 
ticed by Vasari, as ntrnisliod to 
Tier Francesco Borgliorini (IX. 
‘i20). This round is almost a repe- 
tition of the same subject by Ma- 
riotto in the llorlln Museum. 

* Orig;inally in B* Piero Mng- 
gioro (Vas. IX. 220). The picture 


is on wood, in oil, and the figuroH 
arc largo as life. The Haints bo- 
low, in atldltiou to H,' Thomas, are 
BB. John, James, Enwronce and 
Paul. 

^ The Madonna by Michael Ati- 
gelu, in the Tribune of the U£h«l, 
No. U89. 
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Granacci's devotion to Micliel Angelo lasted long. He 
waS; no doubt; one of the ‘firmest supporters of his friend^s 
opinion when; in 1503; ho was asked; with many others; 
to choose the place for the gigantic David. ‘ Though he 
was affiliated to his gtiild in 1505;^ he did not disdain to 
joiii Kidolfo; del Sarto, and the host of their companions 
as they copied the rival cartoons in the Papal HalL^ 
Yet he could not remain an inattentive spectator of the 
coming of Raphael; and there are pictures like the Holy 
Family, in the Casa Rucellai in which we already notice 
a prcttincss and elegance that can only have been sug- 
gested by the careful examination of the works of Sanzio. 

This tendency to fall off from his old . allegiance may 
have been hastened by an incident which could not but 
cool the relations between Granacci and Michael Angelo. 
In 1508; it was proposed that the vaulting bf the Sixtine 
chapel should be decorated with frescos, and Buonarotti 
upon whom this duty devolved,, sent to Florence for as- 
sistants, amongst whom Bugiardini and Granacci wore 
tlio most prominent. Upon trial, even those were found 
very far from ' the mark by their fastidious employor, who 
instead of dismissing, locked the door of the chapel as 
well as of his own house, against thern.'^ It was natural 
tliat Granacci after this rebuff should feel very greatly 
angered; and rather inclined to forget than to remember 
the lessons of a man to whom ho owed much indeed, but 
who had treated him too rudely. 

Certain it is that the influence of Raphael now gained 
the ascendant with Granacci; and there are two very 
fine Virgins in‘glory% at the Uffizi and Academy of 
Arts in Florence, as well as somo^Holy Families which 
fully bear out this statement. 


^ Gayo, Cartoggio, H. 456. 6. 

* The aimotators of Vasari (IX. 
say his namo is in the books 
of the guild in 1604—5. Tho date 
of his receipt of tho freedom, is 
illogiblo in tho register of tho 


guild. Gualandx, Mem, ser. 6. 

p. 182. 

« Vas-XIL-ITO. He belonged to 
the club of the Cazzuola of which 
wo shall speak. 

* Vas. XII. 190. 
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In the “Virgin in glory”, at tlio Uflizi, two ang(!ls at 
the sides of the glory arc Raphaelosqnc ratlntr than piinsly 
Florentine. The Virgin's own face is of a gontlo softiuiss 
which certainly liad not its origin in Ihionavotli; wliilst 
the S, Thomas to whom she liancls the gir(ll<^, and tlio 
ai’ohangol Mifihaol, below, arc more in tho Hcre.uhiaii 
mouldd Tho same contrasts are to be soon at tlus 
Academy where tho Virgin looks down from hnav<iii at 
four kneeling saints;'-’ and a Holy Family at tlie Pitti, 
though a little low in tone and reminiscent (»f I'ldigo, 
still seems to have been composed by (Jranacci in the 
same mood.^ 

Elsewhere wo trace in Granacci a bias in tho dinx'tion 
of Fra Bartolommeo, as in two ovals rcipresonting S. 
Anthony and an angel, in the University gallery at; Ox- 
ford j"* and tho same aspect of his talent is divtilgcxl in 
an Assumption belonging to tho Earl of Wai-wick con- 
sidered hitliorto by many as a mastori)ioco of Uaphael 
and the Frato.® 


' Uffizi. No. 1980. Tho Virgin 
nufl chxlfl, botwoou two in 

n glory of llaniing rajH, givon th(^ 
girdle to ►S. Thoina.s who knoolH 
below with the areluvugel Michael 
noar him. FiguroH life sizo, tho 
archangel gnind, hut of herculean 
fcjtaturo. 

* Floronco, Academy of Artn. 
Galerio doH grands Tableaux. No. 
75. The Virgin in prayer, in 
clouds surrounded by a flaming 
glory and four angols. Bolow, tlio 
kneeling SS. (Jathorino, Bernard, 
tho cardinal Gio. (i-ualhorto, and 
George. This picture iH**®gau(ly, 
owing to abrasion and restoring. 
Wood, oil, ligiiroH liib hwo. Dis- 
tance, a landscape. ^ 

® Pitti. No. lyO. Jiound, wood, 
oil.' Tho Virgin carcHsos tho chihl 
who holds a book and turns to- 
wards tho young Baptist holding 
tho cross. I'ho colour is very 
smoothly onamollod, with rubbed 
gliAssos in tho shadows, and rather 
cloudy at tho outlines. 


In the Haiuo nuuuK^r wo have a 
round of tlie Virgin aiul (diihl, with 
two adoring angfdrt, belonging io 
Mr. Puller MaitbunI, and a Holy 
Pamily helo’ugiug to G. P. U. Ver 
non Psij., foohler thongii Htill In 
Granacci’H style. 

^ l^mull panelH. The colour in 
part fallen out, and more dropping, 
Thin panel. No. iH, at Man- 
chcHtcr is incnthmml l»y (bdieimer 
rath Waageu (TriniHuren, nup, 
and by IbiHsavaut (Raphael I, IJtth 
and II, 414), The Virgin looks 
down from a glory of (laming myn. 
At tho Hulc of her iomli kneel SH, 
Thomas and Pratiein, at whone 
flanks Htand H. Paul and another, 
Wo can HOC, In thin picture, noth 
ing of tlio Prate or of Raphael, 
but wo perceive that It in the 
work of a Plorentiuo under the 
xuHpiration of both those masters. 
Tho totdinical handling In like that 
of Rldolfo Ghirlantlaio ami Gm- 
luicci, tho composition ossontially 
that of tho latter. 
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Wo bolievo that Granacci surrendered himself to scene 
painting chiefly when he joined the atelier of Eidolfo 
Ghirlandaio; after his return from Eome and his quarrel 
with Michael Angelo. As Eidolfo^s partner probably he 
assisted in valuing Mariotto^s Annunciation in 1510;^ and 
in the same subordinate position ho painted standards; 
theatrical hangings; and one of the triumphal arches at 
Florence; in 1516; at the solemn entrance of Leo the 
Tenth.^ He also furnished cartoons for glass to the 
brotherhood of the Gesuati.^ But he lived for many 
years after that; m<\king a will in 1533;^ and died in 
1543;"* without our being able to ascertain whether he 
was intrusted in the interval with any great or inde- 
pendent commissions.^ 


^ Vas. VII. 186. 

* Vas. VIII. 2(17; IX. 218-19. 
Vas. TX. 221. 

Gayo, Carteg-gio, IL 4C8. 

** Tav. Alfab. ad lit. He was 
buried in S. Apostolo at Ploronco. 
® Amongst tue missing works of 


Granacci we note scenes from the 
life of Josopli mentioned by Vas. 
IX. 220. Wo have not seen the 
Virgin and two children, SS. Zano- 
hins, and Francis, once in S. Gallo 
(Vas. IX. 221), and said to belong 
to the brothers Govoni at Florence 
(annot. ib. ib. ib.J. 
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CHAPTEE XVn. 

ANDREA DEL SARTO. 


Though Androa del Sarto wns hut tlie won ol' a tailor, 
his pedigree has been traced with oaso into the fourUK'nih 
century. His groat grandfather, Luca di J’aolo cUil Mi 
gliorc, was an agricultural labourer, his gran<Uath(ir a 
linen weaver. Agnolo, the tailor, was twenty seven ytuirs 
old, when his wife Costanza gave birth (14H7) to Aiulre-a 
del Sarto. Their usual place of abodes was (lualfontia, 
until 1504, when they lived in the Vopolo di S. Uaolo;' 


* Root of iha family of A. !K Rarlo» 


Lncti (lii Taolo cli Miglioro 1). 
1392, livb«rtir,or nu Agncla b. 
1402 j begots 


f Pioro b. 1425. 

Antonit) b. 14*27. 

Fr4in«HHCo b. H30, w<tHV«r in. wo. 
novra b. 1441. 

I Maria b. 1442. 

Autemia b. 1445. 


Fran COB CO, bogots 


Agnolo, tailor, b. 14<UI, ni. ( IdUHtanza 
b. 1468. 

Aiulrca, pricHt, b, 1461, 

Cliovamia, li. U08, 

Domonica, b. 1460. 

^ Agnolotta, b, 1400. 


Agnolo, bogotfl 


' liUcretia, b. 1485. 

ANDHFA; rAiNTKu, b. 1487, final. 
(VaH., in error, VH.251, dattm IiIh 
< birth 1478.) 

Veronica, b. 1492. 

Francoaca, b, 1405. 

, Domenico. — 


Amongst the ancestors of Androa del Harto Liuui. lived In H. Marla 
a Bniano (Oatast. 1427 Port. d. OonUdo Quart. H. (Uov^, Popolo H. 
MAria a Bniano, Pivioro di Fiosolo. Luca is tlmn 35 years of age), lie 
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but ptovious to the latter date, the future painter had 
been apiu'cnticcd ; and almost bcfoi’c it was possible that 
ho could road (1494), he was introduced to the shop of a 
goldsmith.'* 

A declared orsion to cold chisels and files was the 
first sign tha| lO boy gave of his unfitness for the busi- 
ness he waa^ :; mnd to. But he showed no such dis- 
incUnationwf, he models from which the journeymen of 
his masterl^p: ^ made to work. His childish cleverness 
in drawing Bp a them was watched with interest, if not 
by the goldsll Ji, at least by his neighbour Gian Barile; 
and the result* was the transfer of Andrea from the one 
to the other. 

Whatever might have been the chagrin of Agnolo 
that his son should be withdrawn from a great guild to bo 
entered into a lessor one, he was obliged to yield to cir- 
cumstances, and Gian Barile kept Andrea till about 1498. 

There is no telling how del Sarto would have turned 
out, had the connection lasted longer. Qian Barile was a 
man of contemptible talents and coarse manners,^ to whom 
his pupil may have been indebted for much that was 
slipshod and common in his ways, but if he had faults, 
want of sympathy and generosity was not one of them, 
and this he proved by rocoimnonding the youth as a 
draughtsman and a colourist to Piero di Cosimo. Upon 
trial, this eccentric artist fully api)rovod of Barile's 


afterwards went to S.Ilario aMon- 
toregfyi (Catast. Port d. Con- 
tado Q. S, G. P. d.iUesole, Popolo 
di b. Ilario a Montoreg-gi, Poteste- 
rio di Sosto), 

Francesco, came to reside near 
Florence. Piviere di {3. Giovanni 
of Florence (Catast. d, .Contado 
1471, Quart. S. M. Novella Piv. jS. 
Giov.V Pop. B. Lorensso diDontro 
da S. Mlo, Potesteria di Fironze. 
Franooficowlio makes the return is 
40 years old. 

Agnolo in 1487 lived in Gual- 
fonda and in 1604 in popolo S. Pao- 
lo of Flor. (Cat, d. Contado 1487. 
Quart, di S. M. Novella, Piv. d. S. 


Giov. Firenze, Pop. S, M. Novella 
dentro. Agnolo who makes tlio 
return is thirty, and says his son 
Andrea is one year old. 

It is clear that the family name 
ofYannucchi never had any found- 
ation in fact. But see also Tav. 
Alfab. ad lit. (Favoured by G° Mi- 
lanesi.) 

* Yas. (YIII. 252) says, Andrea 
was bound to a goldsmith when 
seven years old. 

* Yas. YHI. 262. He must not 
bo confounded with Giovanni Ba- 
rili of Sienna, for notices of whom 
see com. inYas. VIIL 98 and folR 
andi Doo. Sen. 
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ANDRTJA DEL rtARTO. 


Though Andrea del Sarto was but tlu^ Hon ol‘ a tailor, 
his pedigree has been traced with (^aso into tlu^ IbnrUKudh 
century. His groat grandfather, Luca di Paolo d<*.l Mi- 
gliorc, was an agricuUm'al labourer, his grandfailuu* a 
linen woaycr. Agnolo, the tailor, was twenty Hovoti yc^nrs 
old, when his wife Ooatanza gayo birth (1,487) to Andrf^a 
del Sarto. Their usual place of al)odo was (iualfonda, 
until 1504, when they lived in the Poi)()lo di S. Paolo;* 


Itoot of tJio. family of A. IK Sni'io, 


Lxiea cli Pnolo di Mifyliorc b. 
1892, livb^airpor m. Ajiynoln b. 
1402; begfits . 


JUcro b. 1425. 

Antonio b. 1-127. 

Pmnc(^HCo b. 1480, wtnivor m. (lo 
novm b. 1441. 

Maria b. 1442. 

Antonia b. 1445. 


Francosco, bogots 


Agnolo, tailor, b.l4eo, in*({onHtans5a 
b. 14()8. 

Andrua, in'ioHt, b. M8I. 

Ciovanna, b. 1408. 

Domouica, b. 1400- 
Agnolotta, b. 1409. 


Agnolo, bogots 


' LucTotia, b. 1485. 

ANDREA, rAiNTKn, b, 1487, f 1581. 
(Yas., in error, V 11.251, datoH Iuh 
^ birth 1478.) 

Voronioa, b. M92. 

Francesca, b, 1495. 

^ Domenico. — 


Amongst tlio ancestors of Andrea del Harto Luca lived In 8. Maria 
a Buiano (Oata^t. 1427 Port. d. Oontado Quart. H. (liov*, Popoto H. 
Maria a Hniano, Pivicro di Fiosolo, Luca is then 85 years of ago). Uo 
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blit ])rovi()iiB to the latter datC; the future painter had 
been apprenticed; and almost before it was possible that 
ho could road (1494); he was introduced to the shop of a 
goldsmith^ 

A declared aversion to cold chisels and files was the 
lirst sign that the boy gave of his unfitness for the busi- 
ness ho was bound to. But he showed no such dis- 
inclination for the models from which the journeymen of 
his master wore made to work. Kis childish cleverness 
in drawing from them was watched with interest, if not 
by the goldsmith, at least by his neighbour Gian Barile ; 
and the result was the transfer of Andrea from the one 
to the other. 

Whatever might have been the chagrin of Agnolo 
that his son should be withdrawn from a groat guild to bo 
entered into a lesser one, he was obliged to yield to cir- 
cumstances, and Gian Barile kept Andi’ea till about 1498. 

There is no tolling how del Sarto would have turned 
out, had the connection lasted longer. Gian Barile was a 
man of contemptible talOnts and coarse manners,^ to whom 
his pupil may have been indebted for much that was 
slipshod and common in his ways; but if he had faults, 
want of sympathy and generosity was not one of them, 
and this he proved by recommending the youth as a 
draughtsman and a colourist to Piero di Cosimo, Upon 
trial, this eccentric artist fully approved of Barile's 


afterwards went to S.Hario aMon- 
torogj^i (Catast. 14^5. l^ort d. Gon- 
tado Q* S. G. P. d.i'iosole, I’opolo 
di S. Ilario a Montoreggi, }?oteste- 
rie di Sosto). 

Erancosco, came to reside near 
Elorenco. Piviere di S. Giovanni 
of Eloronco (Catast, d. ,Contado 
1471, Quart. S. M. Novella Piv. IS. 
Giov.V Pop. S. Lorenzo diDontro 
da S. Gallo, Potesteria di Eirenzo. 
Eranooeeo who makes the return is 
40 years old. 

Agnolo in 1487 lived in Gjual- 
fonda and in 1604 in popolo 8. Pao- 
lo of Elor. (Cat. d. Contado 1487. 
Quart, di S. M. Novella, Plv, d. 8. 


Giov. Eirenzfe, Pop, S. M. Novella 
dentro. Agnolo who makes the 
return is thirty, and says his son 
Andrea is one year old. 

It is clear that the family name 
of Vannucchi never had any found- 
ation in fact. But see also Tav. 
Alfab. ad lit. (Favoured by Mi- 
lanesi.) 

* Vas. (VIIL 262) says, Andrea 
was bound to a goldsmith when 
seven years old. 

* Vas. Vm. 252, He must not 
bo confounded with Giovanni Ba- 
rili of 8ieuna, for notices of whom 
see com. in Vas. VIII. 93 and follK, 
and Doci Sen. 
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judgment. lie kept Del Sarto for yoarB, allowing liiiu 
spare hours for outside stndy;^ especially at tlio eariooiiH 
of Michael Angelo and Leonardo, and doliglilod to la^ar 
that amongst all the striplings who copied tlioiu^, his 
^^garzone^^ was one of the ablest/^ 

In the papal hall where those fanuul compositions 
stood; tlic earliest visitors were Kidolfo (jlurlandaio, 
Raphael, Granacci, Baccio Bandinolli, and the Hpaniard 
Berrugueto; in Andrea’s time, tliat is about 1507 — IfiOH, 
Francia Bigio, Jacopo Sansovino, Rosso, Maturhio, Lonm- 
zotto, and Tribolo/'* It was there that tius fricmdly int(u*' 
course of Del Sarto and Francia Bigi'o comnuuuu^d, ilnu'e 
that they matured a plan for op(iniug a joint slu^p of 
their own. 

Wo shall not protend to give an oxacd dah^ to ilus 
event, though we supi)OSo that it occurnul iho 

frescos illustrative of the life of the bculo Filij>po Ihmizzi 
wore begun in the court of the SS- Ammnziata <lo’ 
Sorvi. 

Francia Bigio and Del Sarto took a lodging tt»g(dlH*r 
on the Piazza del Grano in the luuirt of Klov(‘nc(^, and 
arc said to have worked in common, their maidtui under 
taking being perhaps the ^^JiapUHnud‘()hriHt^^ at ilui S(‘alzo, 
which Vasari classes amongst the first of Andn^a’n 
oflbrts. We must confess grave dopbts as to wludher thin 
episode could have boon oxocutod by Del Sartt» alone. 
So different is ‘ the neglected drawing, or tlu^ tinrcjfimul 
character of the figures from that whi<*h is to lx? found 
at the Som. Wc might, however, admit that hu(*!i a 
production by two yoting masters just ont(U*Ing upon their 
career, would bo accepted as an instalmiuit of gnait jjro- 
miso and induce many to give thorn their t)atronag<i. Ah 


* At tho Braucacci, Vas. HI p. 
3102. 

» Vas. Viri. 252. X. 296, Tlui 
Arotlno only alludoH to ojio hi- 
Btaaeo whom Awdr«a d(d Harto 
had a Bharo in i^ioro do OoHimo’B 


works, and that Ih winui tlio vnv of 
doatli WHH niudo for one of fclxj (tiir* 
uivalH (turiuf^ th<» Htiprnmary at 
Ifloroncn of tlio Hodoriid (VU. U5 
to 117). 


« Ib. Xir. 179. 
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a cento of Krancia liigio and Del Sarto in which the 
impress of Andrea is preponderant; wo may look upon 
it as a valuable and perhaps unicpic product of an asso- 
oiatiou wliicli was soon dissolved. The two men had 
both boon nurtured at one source. Andrea at the school 
of Piero cli (Josimo, tlio imitator of Leonardo; and the 
tiom])ani<)n of Fra Bartolommeo and Mariotto; Francia 
Bigio under tuition of Mariotto. Francia Bigio had 
h^ss genius than Del Sarto, but ho was tlie eldest of the 
two. So the partners ])robably agi’ced to live together; 
but to paint apart. ‘ They often sj)cnt their days in the 
same places, but novor, as far as we know, divided the 
labours of one and the same picture.* They (*.oniii)oted at 
tlui Servi; at the Scako, at Poggio a (Jaiano; but cottun- 
porary history 'contains no reference to anytliing that 
they did in eom])anionship. That the Baptism of Dhrist 
was ilui first of a long series at the H(‘ak(V and that it 
was followed by the scuuum from thi^ lite of the beato 
Filippo Ihmixiici; at the Bervi, is as ch‘.ar from Vasari as 
from the evidiuice of styh^, tlui latter Ixuiig mitircdy An-* 
dhnfs without assistance from Francia Bigio. But the 
uK^re fact of two such competitors living in constant 
iutorcoursti; led to the inevitable results that Francia Bigio 
asHumoil and kept a rmninisconco of Del Sarto, and An- 
drea for his part took something from his friend. 

There is a panel, in tho Duko of Northumberland’s 
custk^ of Alnwick, in which a man of twenty, in a black 
cap covering long hair, sits resting his elbow on a tabh^. 
Tlui hand thus rojiOHitig holds a scroll with an illegible 
direction. On the table itself is an ink bottli^, a pen, and 
a sheet of paixu', on the corner of which one reads: 
di ..... . Andrea del Bario pictoro .... ontia^L*^ This 

is supposed t<i be Andrea's own |)ortrait, though it might 


* Tho mirtftiuH of 
lit tho Hurvl, hy EiUpplno nnu 
rujyino now proved to have 
hiven, not hv Krauela n{f 3 :lo and 
Andrea dolRartoaa Vn«.rtayH(V’ni. 
hut by Audroa dl CJowEmo, 

von, lu. 


who did thorn hil5l0« 11. Bon tho 
rwoord in Vas. IX. Ill nimot. 

* Tho wordH immodlatolly follow- 
hij( “Al dC* are not particularly 
clear and may bo omitted. 

3D 
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represent another and unknown person. It is c.olom’od 
in a soft and harmonious manner in oil, with W(ill fus(‘(l 
and fatty hnpasto; but it is somewhat omj)ty, foohlo in tluf 
transitions from light to shade, and timidly drawn. 'I’ho 
technical method is that of h’rancia Bigio's tcatihor Ma- 
riotto, the character generally that of Dol Sarto in tlio 
frescos of the Sorvi, but without the bi'cuullh to wliich 
ho already expands there. In this ollbrt to approxiniat(! 
to Albertinclli and hh*a Bartolommeo, wo tracn! llui forcu! 
of Francia Bigio’s persuasion, or precoi)t on Andrea; nn,- 
less wo assume that Francia Bigio irf himself the auihor, 
in which ease ho and Dol Sai’to would have paint<i<l (.‘x- 
actly alike. Yet as Andrea for some time longcsr felt a 
sympathetic loaiiing towards the Frato and Albertinclli, 
we may consider him more likely to have done the por- 
trait of Alnwick Oastlo than Francia Bigio. 

kSinco the days of Bahlovinetti and (losimo Kossfilli the 
court of tho convent of the Sorvi had roeoivod no addi- 
tional decoration. In one corner Alosso had hsft a Na- 
tivity, carried out in now and pcjnshablo materials; in 
another, liossolli had seavcoly iinished a Miracdo of tli(» 
sainted Philij). Tho' Brotherhood of tho Hervi, though 
poor, was ambitious of completing these! adonimcnts, and 
with much tact sought out rising imm fi'om whom 
skill and small charges wore to bo expected. 'I’hus it 
was that .from .1509 to 1514 it had in employ three young 
follows of groat promise- -Francia Bigio, Ajidixta thd 
Sarto, and Andrea Fcltrini. Wc can scanioly tell, in 
deed, whether most to admire tho clcvoniesH which cetihl 
discern tho value of those youths, or tho emming with 
which jealousy was sown between Francia Bigio and Del 
Warto, in order that tho convent might reap the a<l van- 
tage of their rivalry. To tho latter, who liad already tli(! 
reputation of being soft and mallcablo, Urn saenstan 
Fra Mariano suggested how quickly his name would 
bocomo known wore ho to leave a siicoesHful proof of liis 
talent in a public and much frwpiontcd locality; and how 
important it would bo for him to work rather tliere than 
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(^Kowhoro; oven for ii inmiunim of wngOH. It wns hinted 
m(){inwlulci that if he ixjfusod «o favorable an offer; hVau- 
oia lUgio would accept it, nay, had already consented to 
do HO, ThiH iinal argument apjx^arod ho concluHivo to 
Andrea that hti nigned a contract for throe froHcos which 
h<‘ innu(‘diatcly b('.gan; and in a low montliH lie liad nn- 
(‘.ovcr(xl: .Plulip nharing hin cloak with the loper^^; 

rhilij) cursing the gamblers ^^*5 riiilip restoring 
the girl posHOBscxl of a doviPL^ 

' Age lias aHoctod the episode of the saint and the 
leper, in which Andn^a’s ability as a draughtsman and 
an imitator of omy motion is divulg(Kl in ligures of good 
proportiouH, The Ourse of the (Jamblors is more spirited, 
and illustrates Andreas versatility in thought, as well' as 
the power with which he gives life to every part of a 
vast landscapt^. The rabble of men at arms playing cards 
under a tnu^, has been overwhelmed or disperHod by a 
stroke of Jightning at tlm moment wluai the saint turned 
to assuni them of the wrath of (iod. d'ho two attendant 
brethren hav<^ stopped because H- Philip halb^d. The 
muletetu* in the distance hurrioH away as he looks hack 
at the hav<»e; — the whole scene so vivid in its curntrasts, 
HO happily im|)ulsive in, their rendering, that little remains 
to bt> desinid oxtujpt i)erhapK some of that higher and 
less homely ({uality the lu(‘.k of which makes Andrea take 
a place below Fra Bartolommeo, A ready action, vari<dy 
of position, appropriatii drapery, line and acciurat(i draw- 
ing of frame and limb, diHcIoso Ins inborn strength, as 
well as facility for making the best featur<i8 of the great 
masters his own, Hpuciv divided according to the rules 
of the best Florentines, is filled up with a sense of the 
undoubted dignity and earnestness of legendary history. 
In the grou[>H, life, pulsation, and the boldness of Uccelli 
distinguish (wory porsonago, Thu <ixecution is that of a 
man already confident In himself, uniting frocidom with ra- 


86 ^ 
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pidity in rei)rodncti„^ :? clinging rigidly to pure scioucc' 
and severe mcasutg ^ substituting for those ((ni(!kn('H.s 
and spirit. ’ 


The same simp|j,,^y and tact are preservod in the c<!u- 
tral episode of fresco in which S. Philip <lriv<'H iho 
demon oiit of tli^ ^' 4 ?nialc supported in the arms of h('r 
relations; tho i^g^^j^t of the spectators in the inirado 
being well kept ^ ^ iind mado evident without coarsonosH 
cither in altitude in ex])rossion. 

The applause those thwso pieces roeoiv(«l (iiuiour 

aged Andnsa to y<)ecod, and he at once resumed the 
brush for tlie of S. Phili])”, iuul the “Ohihlrou 

cured by H. J’liip. garment”. 

Tho first of arranged in a I’erm tliat was acaroely 

to be avoided, '^j-esouts a friar Ixihind a c<iiicl), leaning 
over the prestrn^ | pody of tlui saint, wiiilst two groups 
stand on llie id* the feregnmnd. 'I’lie (dorgy in rear 

to lh(! hd'l. s'lNpt.jjd ‘'d‘aat in order to <-xpresM Iheir 
surpriso at a ^^_^j,iiler <n‘eurritig before their eyes. A 
child lies <leiHl (lie lloor, and ri'vives at (he lunch ol' 
the bier, the [iieidents of the (leatli and reatirreelioii 
lieing jtidieiiet.'d^^, ^.iimpresHi'd into one. In thin, more (ban 
in any ether ,,isi(ion of the serie.s, Itel Sarto tella nf 
(he study whjej| jj,. ilevofed (o Ditiueniee (ildrluiKlaie tiol 
only for (he / lit dis(ribn(ion, bn( for (he purpiwc 

of aeiittirtiij; a parddmi of (he iuii!.;iei. of Iigh( and 

shade. Nntliin. , ' ,.|ia be more elearly «le)iiou;v(ra(cd lhaii 
(Ilia in (he 1" if di" friar who jean i over S. Philip, 
where (he li ui ^ , piiiiia are given wiih reuiarkahle force; 
nor would do' jVe'“'" have b„;t anything hnd 

(Ilia law Ilf I'll, j;iipriuin bem eslt joled wlib atpml inipar 
(iaiity lo (be i ,,, [ nf (be draiaati-. per iea.c. {tat Amlrcii 
sciia.4 never , ,, |iave |*i-en fiiUy pencfnaeil widt tl,a 

ncceie.ify fei \,,j4,yi‘'g die i triet rule . of i ttincoaciun. I!ar, 
rictl away b'- |,iii b'eling fur liaiiiioay of colour, and 
cliarined wl*'e .v i'i**' cenbl re«ii.ii' n vagin* and vitporonii 
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twilight of tone, ho vMk iinablo to conihinc that aypoar- 
anco with absoluto aoutml contrasts; especially when 
m’gotl onwards by the supi’cmo ease and conlidoncc with 
which ho was gifted, liut whilst he was thus robluul of 
OIK* (piality, the balance was almost restored by the 
facility with w'hich ho obtiiincd transparence, gay 
c.olotirs, and smoothness in the melting of tints into oacli 
other. Withotit h<*sitation, and, as Vasari said, “snuza 
errorP’, in a somewhat subdued and (piict key, ho over- 
came the gr(*at(*st difliculti(!s of his art, and if not 
in .1510, certainly in 1514 deserved to bo called the best 
frosco-paiutcir of central Italy, not c.N.copting even fciansoio. 
If his aim principally was to reach this ])oijtt, it was na- 
tural that he should be unable to stop at will to attend 
to the modelling of form or to achiovc that which a more 
[thlogmutic but loss able ‘^/rescaiita’* would have done. 
For if th<! latter had failed in this at one sitting, he would 
have tried to H*ip|ily the delicitincy at a second by dry 
toucliing, a remedy which IJel Harto habitually disduincHl. 

'I’he “(Jhildriui cured by the dross of B. riuli}*” is 
attractive, symmetrical, and full of truth. A i*rioHt, in 
a doorway, lays the cloth on the head of a (dnld kneel- 
ing in front of its mother. Two persons ascend, or stand 
at tin* foot of the stops on ouch hand. To the hift, a 
cripphi rcc<*iveB charity; to the right, an aged man loiui- 
ing on his stall is tho portrait of Del Barto’s friend An- 
drea della llohhia. Fleshy i*ounded curves in tho con- 
tour <>f females denotes sonsuality in the artist. Mahw 
are dcspictcd with a rougher, oonrser grain of flesh. Kach 
party to tho action has his individuality. Avoiding an 
ideal of porfocUon to which ho might bo obliged to cling, 
as wo 800 tlu)i Frato occasionally doing, Andrea has no 
thought for anything but tho reality. Yot that reality, if 
below tho idetd and not absolutely select, is digniflod and 
gomiine. 'Hio drawing is good in stylo and invariably 
corre<5t. Tho motions aro witliout strain, and gonorally 
appropriate. There is a consciontious attundanco to all 
rcqulromonts, such as wo are not always able to And at 
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a subseqxiont period. The goncr(iPN;(ino is poworlul, hur 
monically without discord, tastoftil, and jihtasing.' 

As a whole, wo possess in tlioso five iVcwcos, doin', wo 
must remember, before tJic closo of 1510, a very orcdil" 
able series, iu which wo find no diflioully in tracing how 
much Andrea del Sai’to was indebted to the works ol 
Leonardo, Fra Bartolommeo, and Mariolto. From the lirst 
he took a dimpled smile that might almost be e.alleil 
stereotype; and from tlic two last, certain models of 
form and the peculiar seeking after eloganoo whic.Ii tliey 
derived Irom Da Vinci. To the warm and symjmtlielie, 
gaiety of colour remarkable in the Frato, lie gave an ud 
ditional vagueness and transiiai-oncy ; • - to thti I’nll and 
swelling forms of foraalo beauty in Della Porta, some- 
thing more of the sensuous. Tlio public Justly applauded 
his performance, and as ho bogan to feel tho position he 
had won, ho observed to his clients, that greatly as lie 
was honoured by tho pati'onago of the Servi, ho still pre- 
forrod employment of a loss barren kind. 

In order to avoid tho fatigues and loss of time eon- 
sequent upon a daily walk from the Pia/./.a did drano lo 
tho Servi, Andrea had taken rooms with h’raneia Higio 
in tho Sapionisa, a block of buildings closo to llie S,S. 
Annunziata, where Jacopo Hansovino and Rustiei already 
had their lodging,® and not far from tho shop of Nanni 
Unghoro.® In Sansovino, Dol Sai'to found a frhmd with 
whom to discuss tho most lUvorso jtroblemH of his pro 
fossion. Jlo had boon at Romo, and wlluesHod the meet- 
ing of two gonorations of colobratcd paiuter.H there.'* Ills 
oxporionco was already gi'oat, his conversation itroltably 
instructive. Ho was rosorvod for a noblo career as an 
architect at Vonico, and in tho monnwhilo was a slmlent 
of sculpture at Florence, llo and Andrea lumstaiitly ea- 
changed views and opinions, whilst not unfroquontly his 


* On tlio foroflfronnd wo road: 
A. D. MDK. Vasari fully dnscribos 
those five fresocm ( VIH, 265-7). 

* Vas. VXII. 262-3. 


> 11). X. 244. 

* Vasari: Life uf Hatwuvlno 'I'*'- 
mauisa do. do. 
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nioclnla wore those from which Del Harto made drawings 
for his pictures.'* 

■Ihistici was a sculjitor too, but older; a man of indo- 
peiidcnt moans, whoso lionso was the rallying ])oint for 
artists in general, and the seat of a club of twelve or 
(lof/c/cd, to whicli Andrea del Sarto belonged, 'riiis club, 
which >v'as called the “(Jompany of the Kettle’^, was 
ehit'lly remarkabh' for the jollity of its dinners to whicli 
ovtiry member was allowi'd to invito four strangers. 
At these convivial gatherings each brought his own 
ibod, and was lined if his dish hajipcnod to bo that of 
his lu'ighbour. But on grand occaHions conoevt being re- 
(|uirod, provions eonsullation took place; and ingenuity 
was oxhaustod in making temples of pastry and sausages, 
and figures carved out of cold beef or sucking pigs. 'Yet, 
eating and drinking was not the e.xclusivo business of 
the asseeiatien; and we are told tliat in 1515'), when Krair 
cia Bigio heeame chairman or ‘‘arcliipaiuele^^, ho recited 
a comic epic culled tho ^'Battle of tho Tllice with -the 
hViigs”, which has been assigned by some to Andrea del 
Sarto, whilst others believe tho author to have boon Ot- 
tnviano do' Medici.''* 

As it often happens when such clubs consist not moroly of 
boon conipauions, but of persons known for talent in their 
Imsitiess, the more exclusive circles are moved by curios- 
ity to visit them; a connecting link is created between 
persons whose relative r.'ink woidd othorwiso keep them 
for ever apart; and a curious mixture is produced in 
whieh the worker has a chaneo of learning to npo tho 
polish of tho high-bred noble, and vice vorsa tho man of 
station condescends to a dangorous familiarity with tlioso 
whom ho has not ceased to regard as his inferiors. Aftor 
tho successful estahlishmont of tlie Kettlo-club, that of tlio 
'‘Trowel” arttso in 1512.** Tho associatoB were msgodl in 


I Vss. XUI. 71. 

• V»s. XII, 0. HHil Itcamoiit’H A. 
(liilHartn.sm.H'’. tntr. 

1>. XVn. 'I'Un iKicm was puhllstiwl 
t»y tlxiAbhaioFutttaiil inlTHB, nml 


is In' Itlndi’s life of DolHsrto. Flor. 
IHSt). 

* For those and tho suhsoimout 
fnots, son Vns. XU. 11. nml fouF> 
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divitiioiis answoring to those of the great and small guilds 
of Florence, with a third class adjoined and called “Ad- 
herents”, of whom Del Barto was one. Iloro it hocanu*. 
fashionable to road brndosquos and to got up nuiHcuKirados, 
the arts as usual contributing to the ontortauniuiut by 
(juaint decorations, or by scenic paintings.' As tho moot- 
ings wore not held in one locality, tho wealthier sub- 
scribers wore able to distinguish themselves by display 
according to their moans; and some instances are men- 
tioned whore great expense must have boon incun'od, as 
when Bernardino di Giordano gave tho “Mandragola” of 
ISiccoh') Macchiavolli in 1524 with tlio scones and pro- 
perties by Andrea del Sarto and Aristotilo da B. (iallo. 
Tills comedy was played before Alessandro and Ifipolito 
do’ Medici, adolescents at that time under tlm oaro of 
Silvio Passorini cardinal of Cortona; and it was not 
considered improper to lot tliem listen to dialogues 
the indecency of which is said to exceed tho utmost 
stretch of licence.'* In tho liftoenth century Lorcnxo do’ 
Medici pati*onizod, as wo have scion, with a judicious 
measure and a duo regard to social positions, lie roS' 
pcctod men of genius like Domenico Ghirlandaio, lie 
made an associate of a scholar liko Alberti. In the six- 
teenth century, artists wore drawn into tlio vortex of dis- 
sipation and immorality which peculiarly chanuiterized the 
upper classes in Italy; and there is reason to believe that 
their decline was tho more rapid for that enusn. 

The frescos of S. Philip Bonisixi had scarcely bemi 
finished by Andrea del Sarto, than commiBsions poured 
in upon him from many (piartors. To accept theso whilst 
ho was bound to finish tho emut of tho Servi, was danger- 
ous. Tho sacristan had a contract, and might h!iv<i eu 
forced it. But ho probably had enough knowledge of tho 
world to bo aware that if ho pressed lus julvantagn too 
hard, del Sarto might escape from his obligation in- 
directly. It was therefore arranged that two more frescos 

' Tantalus In tho lowor roglons I (Unuors. Vas. Xlt. 16. 
was represented at one of tho cluh j 'See Vivs. XL aw, and aauot. Ihl, 
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ulioulcl bo funiislicd iu the HS. Aiuiunaiata for a belter 
Iirico than tliat ■which had hitherto li>con conceded, and 
tlioir coinidction was ])robably loft indoiinitc as to time. 
Tt is hardly to bo doubted that at this juncture, as Va- 
sari says, |)art of lh(! refectory of the Vallombrosans at 
H. kSalvi was adorned with lif^nres of saints, that an Aii- 
lumeialion was done at the comer of Orsaninichcle, and 
that two or throe* allar))iecoH -wore delivered at the saino 
period. U’lu* first of tluiso are so like the frescos of 8. 
Philip at the {^(ii'vi, that they imist date hnniodiatoly aft<*r 
them, 'rhe.y rt*pr(*He.nt two cardinal saints, SiS. (liovanni 
(lualhorto, and Uen(*dict, restinj' on clouds in a blue sky; 
an<l tluiy an* llu* onininent of a vaulted roeciss iu which 
Andrea many y(*ars later, jtlaccd a fiast J^upper.' The 
Amumc.iation, at the comer of Orsainnichele, is all but 
obliteratcsd.* 

A line and fairly preH(*rvod “(thrist appoarinjjf as a 
gurdontsr to tlio Magdalen”, ordored by tin* monks of 
iS. (Jallo, is said to ('xist in a private cluirtdi belong- 
ing to the (’oYoni iu (kiHontino, iinisho*! cotomporarily 
with an Annunciation in tlu* same iiumastery which is 
now at the* Pitti.” 'Tlu* angel, in th<! latt<ir, HO(*mH to 
hav(* dropped shtwly from heaven on a cloud, and to have 
HurpriHCid the Virgin at hor desk, llis mien is calm and 
<!ompoHod, and tlus mode in which ho is jtroHOnted recalls 
Pra Bartolemmw) in the altarpiwo intended for S, Pietro 
at Murano. Put the mevomont and linos, thongh soft and 
gentle, are unconstrained and fren, as in I)(*l Harto's own 
cHiution, the Nativity at the Horvi. The Virgin is nnjst 
dignified in air and pose. Dcicorum and grave beauty 
are almost as eomplotoly combined ns iu Dolla Porta. 
Without tho umptituws which grew into a dofoot with 


> V»H. VJII.a67-«. Plgtimi lift* 
hIsii, In trosro, tnstofiilly oohmrwi, 
remlnlsocnt of Fm Itartolommiu*, 
and fairly prMsnrvnd. 

• Th«r« lire tnnrks of anUtonml, 
au<l of tho S'’irKlu'K ttund, nnd |iHrt 
of HtUl in oxlstunoo. Tin* 
rust In TIio frai^munts aru ' 


liko tlu* works nt K. Balvi. Huu 

v»H. vui. sas. 

• I’itti, No. lat, oneo transfornid 
from H, (Inttu to B. Jiiotipo frn 
Fosst. ViMt. VUt. attO. XL 31. Tim 
(IohU In thu Vlr((ln In H(»m«wUat In- 
'jurud. Tho ItgureN nro life nIno. 
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Andrea’s later years, tlio coloiir is rich, and in good kcoj)- 
ing with a landsca^jo full of atmosphere. The lights and 
shadows are almost as well defined as in Mariotto and 
the Fratc, and the handling is surprising for its lightu(*.s.s 
and ease. All that is wanting to entitle th<) ])aiutor to 
an equal rank by the side of the masters we hav(! nanusl, 
is the seientific correctness of form and chiaroscuro. \Ve 
ascertain the exact date of this panel from the fact thal. 
the prcdolla was cutmsted to Pontormo who cnt(‘red the 
atelier at tho Sapionza in 1512, and left it in 151!!.' 

If, in 1510, Andrea deserved already to ho called one 
of tho best executants in fresco of his day; in 1512, he 
might fairly be adjudged exccllout in tho jn-actiso <d’ oil. 
Nor is there any reason to doubt but that this oxccdlence 
was willingly admitted. Amongst tlio ac(iuaintanc(tH inad<! 
during tho study of tho cartoons of Micluuil Ang(!lo and 
Leonardo in the papal luUl at Floi'onco, Paccio Uandinelli 
is to bo nuinborod. His designs had boon praised so 
highly by his comrades and other judges for their hold- 
ness and decision that his vanity clahuod a place ahrt'ast 
of Jiuonax’otti. Anxious to add to this ((uality lhat of a 
good colourist on panel, he asked Andr(ta del Hario to 
take his portrait, hoping, in tho event of his consttiiting, 
to secure a good likeness and to surprise tlio newest lri<iks 
of tlic profession. Vasari amusingly dwells on tho in 
dignation of l)ol Sarto at this mixture of ettmiing ami 
docoit in Bandinolli, and affirms that Andrea kept Ihur- 
eio so long sitting, ho could not learn any of tho desired 
Bocrots.® The story, apart from its illustrataoii of Baccie's 
character dearly proves tho respect felt hy Amlroa's eo- 
tomporaries for his power as an oasol-iiaintei’. 

Towards tho end of 1511, and during the two following 
years, Del Sarto was occasionally busy in linishiug a 
Nativity of tho Virgin, and a Procession of the Mitgi, in 
tho court of tho Sorvi, and two parables in tho gartlon of 
tho same convent. With tho help of Androa Foltrini and 

' Vas. VUI. 260. XX. ao, Pontor- 1 » Vas. VIII. 260. mid X. 297. 

mo’s predella is gone. [ 
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Ills own I’ontoi'ino liti up Iho ciii'H for n triuinpli 

with wliioli tlio chivnlion of Lo-o tins Tonlli to tlio Ihipacy 
was ts-lohraU'd in tho oarly |)afl of 151,‘h All Flonuico 
was ill oxcitiuiuMit at tho rotiu’u of tho Modioi. Hut 
noitluu* his profossioiial oooupations nor tho vicissitudos of 
politios woro of intoriisl to Did Harto in oomjiarison with 
ono parlifular jmrsnit to whkdi Ids atloiitiun was most 
oKolusividy dovotod. llo liad lonjf hoon undor tho ohann 
of a lovoly hatlor’s wifo whoso Imshaud Oarlo Jlooanali 
had a slioi> in llio N'ia S. (hdlo. 'I’ho doalh of tho lattor 
jjavo Did Haido an opiiortunity whiidi Iio is suiiL to hnvo 
long dosirod. IIo marriod Luoridia did 'Fodo, and accord- 
ing to Vasari took a very hoautiful hut very failhloss 
partiK'r to his side.' laicrctia, it is corlain, was of a 
most ovorhoaring and intonnnddling l(“in[)or; and her troat- 
inout of Andrea’s apprentices, Vasari amongst tho numhor, 
is perhaps the cause why her character has heen dopictod 
in a most unfavorable light. It is not said, indeed, that 
rontornio loft his master Imcanse Lucrotia teased him; 
hut there is no doubt that this oticnrrod iimnodialely after 
Andrea's marriago in Ihl.'h'' * 

As regards Andrea himself, it cannot be aflirmed that 
Ids new state contributed in any Himsc to impair the ta- 
lents with which ho hail boon giftiul. On the contrary, 
there are no examples of success in his whole lifotiino 
oijual to that which his two last froscits in tho court of 
the Horvi obtained. ^ 

A glance at the annoxed oiigvaviug of tho Nativity will 
show tlint he roally jioHseMsed tho ominonco that wa,s con- 
ctulod to him as a o<tm[iOHitr. (lonsistcntly in the jiath 
which IhmI boon openod with tho iniiidouts from tho lo- 
geuds of S. Philip, the great art of appropriatoly dispos- 
ing hgums is appiiod. You see two principal groups oe- 
cupying titc chief pianos, and Iniuud to each otlicr by tho 

' Thit marrln^fl ottrcuumy wss snp. tJfu of Dot Islarto, nuto to 
mtrfttrniiiil im llitt SO*'' itf Diniom* ii. 64. 
lior l6}Si. ttiftiii in Iteumont, nti. * Hoc V«s. I. <'t. VIII. yO‘4. 

VI itii !w vri .tii—ni. 
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1)1*00(11 u|jf Joachim who moodily aits, as if carved by Mi- 
chael Ang(do, in the backgrotmd. S. Anna is the centre 
of attraction in the group on the right, the infant Virgin 
that of the group to the loft The dimpltul faces of tlu^ 
lemales in atkuulanco, and the grave dignity in the gait 
and air oF the two visitors arc those which wc adinin^ 
in Leonardo and Domenico Ghirlandaio, ^rhore is an 
excessive fnHulom and natural a})pearancc in the move- 
ments and full developed forms which tell of tlu^ progn^ss 
of the age and tlu^ iuHucncc of Fra Bartolomnuu). TIu^ 
■proportions are good, the outlines swooping, action 

is variiul and expressive, the drapories full and exctdhuit 
in cast. The j)erfect fusion and moi*e than usually sue* 
cessful contrast of light and shade B\igg( 5 sl the i)r<m(mco 
of vml Hush and blood,* the handling beitig more than 
ever faulilc‘.ss, and producing transparence wiLhoul eb^ 
jtHiiionabl(i ihicknosses of surface. JiichnosH and reli(?f 
are united with finishod modelling. What Da Vinci 
produced with oils in the Mona Lisa, hociuh realixtid })y 
Amlrea del Barto with fi'osco. In tlio subdued y(‘t gay 
tones peculiar to hhuself, he gives sweet chords of har- 
mony with none of the glare of the pritnnrios, yet with 
out the excessive soberness of tertiavies. ^riiere is a calm 
depth of atmosphere over all, in the ui)per mist of which 
cherubs disport with charming vivacity/*^ In short, the* 
Nativity is on the highest level ever reached in fri'sco. 
There is only more '^bravura'’ in the Last Hupper of H. 
Kalvi, or in tlie Madonna del Sacco. 

Yet, as every oliject in life has its unfavorable sitb^, 
Biis masterpiece has also its defc^cts. We miss in it^ 
duplex the strong control which is usual in Fra Ilarto- 

VaHArl truly says so (VIII. p. lii tho darker placos. ()u tlu\ umtt 

fcol shtdf one mm tiu) ivriUM of tho 
Modicl hold by a (duld, aud o« an 
* The colour !u tho upnorarch of oruaimuit tho words; **AndroaH fa^ 
this frasoo Is Homowbat aatim clubat*’, Uotwocn tlio pllastors 
away by tlmo, or absorbed by tlio ono roads: Al). MDXini. and bO' 
plastor. Thoro is a ooustant con* ncath is tbo <loublo A Intorlaood* 
Last of warm li^bt with oool sha-'- whicli is Ainlroa's usual mono’’ 
duw. Tbo llosh of a pearly groy f^mnu 
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lommco, Jiaphacl, and Leonardo. Domenico Ghirlandaio 
accnstoniH ns to a serene severity in the presentation of 
snch scones as these. Leonardo and Michael Angelo added 
what was nocossary to create modern art in its technical 
improvements, its select ideal in (doganco of action and 
shape. Fra Bartolommeo had his p.art in this stiiving 
which was crown(3d with final success hy Raphael. An- 
drea del Sarto who gave the last polish to fresco, intro- 
duced the genu of a licence which soon became vox’y 
marked. The vai'iogatcd aspect of his tints, which is al- 
ready a})pai'ont even in his Nativity, becomes offen- 
sive by excess. Masaccio, who was the colourist of his 
ago and who foiHistallcd it as regards atmosphere and 
eiiiaroseuro, k(ipt to a stem simplicity of key. Fra Bai’- 
tolommoo already shows us how surfaces can bo broken 
especially in shadow, by intricate intoi’weaving tints. 
Tins principle was carried out with still greater frequency 
by Del Sarto, who thus idvallod the Frato in giving a 
now feature to Florentines ])aintiiig. Exit they inaugurated 
a systc'in which was soon to ho productive of evil by sub- 
stituting artificial (iffoct to tlio study of nature. This evil 
arose in Del Karto probably from the attempt to work on 
panel with the same fluid vehicle as on lime, using the 
underground as a means for tranHparen(!0. But in this 
attempt the speed with which ho laboured placed him at 
a disadvantage, and for that and other reasons ho remains 
far below Ijoonardo. Thus it happened «it Florence that 
the very reverse occurred from that which we note in 
Venice. In Florence, fresco was carried to far greater 
oxcollonoo than oil-painting because its use was most 
common. The Venetians transferred the tochnical methods 
usual to them from canvass to wall, and failed almost in- 
variably in the trial. 

Ah Jacopo da Kmpoli sat in tho court of the Sorvi co- 
pying the Nativity of Del Harto (about tho year 1570), an 
old lady, who had ovidontlj come to mass, stopped by 
his easel and began talking to him. Hho pointed out one 
of tlio figures in tho fresco as a likonoss of Andrea’s 
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wilo; and; aw hIuj waniuid ovor this tluiiuo; rcivt'ahul hor- 
s(ilf to Jacopo as Lxiorcjtia del Kod(^d TIu^ pto’son most 
like l)(d Harlo’s spousti is iho i'(analt^ in th<‘. ciaitrci of 
ih(i loroground; whoso, typo and Imaj her liushaiul, 
with or without hiUaiiioU; n^pcahul IVoin this tinu^ for- 
ward in aljmost all his Madonnas. She was a full nui' 
tronly woman of tine proj)ortions, of whotn w(\ Iuiv(^ tlu^ 
InKiamcnts in a tine portrait by Andn^a at tlu^ Iho'liu 
Mtisomn/'* though not perfectly coinciding in (‘v<‘ry re 
spe(‘.t with a sccunid in tluiMuscmu of Mad rid. Slunnust 
have had soine coitBid<n'al)Ic amount of j>aU(mco to sit; as 
slui so fr(s|uently did, to Inn* IndUn* half. 

Simultaneously with those of tluj Nativity (»f the Vir- 
gin, Andrea had made the cartoons of the ProcK^ssion of 
the Magi; intended as an ampli(lc4ilion of tluj Nativity of 
Ohrist by Baldoviiuitti. With grtuii activity and rciaily 
movciments in the crowd of kings a(‘companitul by ilnfir 
court and Huite, with sufficient dignity in iln^ s<ivoral 
parts, this fresco is done with a still more running hand, 
but with loss cliastumod scmtinuml than its comimulon. 
P(jrhaps th<^ wish to contrast staiil and modest bearing in 
females, of which the Nativity chit'lly (umsislH, with l>ravin’y 
and cnc^rgy in mahjs, of which tln^ Procession is ck- 
clusively composed, luul somotlung it) do with tlui stJf- 
coufident swing gmierally prevalont in the iigiiri^H. ^J'ht» 
rcjsult only confivuiH the impression previously created. 
Amongst the king’s followers, to the l(d‘t of Kansoviuo 
who stands with the musician Ajolle im the right fonj- 
ground, is tluj likeness of Andrea del Sarto, by lumsiJf; 
the same in fcuituros as another at tho Ufli/J which Vasari 
engraved for his Lives. The face is regular; it Is that 


^ Italdlmuuu, Op«r« tib. 
of .Inropt^ (la FaujmlK 

* Htirliii MuHcuun, No.ii*iO (w<hhI, 
oil, lif« hIxo), 

* Matin (1. No, 0r4 (accunliug to 
cafcalt>j(u(v of 1850), This por* 

trait U very line, tUguiliod, and 


uobift in !»<»««, Imfc (l(^t»rivt>d of 
muc.h iraimpartuu^t* by n^storiug. 
Tho form is glvou wltlr Homo of 
lattmnrdo’H uroolHhm, Tim matron* 
ly Khapo and HquartmiotH of huoro* 
tla Ih not lu thin portrait, whlah in 
one of tho host hy J)oI Barto, 
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ol’ ti man ot‘ rnbuHt conHlitution bni lar from refined; and 
in lliiH roHpoct a reflex of I)<jI HartoV individuality. It 
n(iith(?r sng{jj(^sts the <d(ivatiou of L<umardo; nor the polish 
of Kaphael; nor the grand force of Mieha(d Angelo. With- 
out th(» hulling for gorgeous tone pcHUiliar to 'ritiaii; hut 
with a s(‘nH<i of vaptuir akin to (Jornggio’S; ho is well 
doscnlxid an almost ^‘■'divinc^^ in his mode of colouring* 
Horn a pninUu', ac'cording to Vasari;* ho was versatile as 
a com[)os(U’; \vith a hmdency to conventionalism because 
he ov<udook(‘<l tln^ vari<‘ty required in the treatment of 
diUonmt objects; such as Ihish; cloth; shmoS; loavoS; 

and sky* Hut In^ was homely ev(m in his energy because 
ho had not tln^ br(^(‘<l (»f his gr(‘.at rivals. Wo have spoken 
of tln^ pm’trait at tln^ {](lr/A. It is on a tile hastily but 
fr(^<dy laid in at a lai<' jxmod of the masher’s lifo.’*^ Tliere 
is a much finer onej in poHsemsion of tlui Manpiis dam- 
pjtina; who imrchasiMl it from th(‘ (^)poni family at Flor- 
ence. IhTC we lnw<i tlu» same g{ni<n*al contour; shape of 
bon(‘; and (‘.haraebu' of tln^ hca<l; as iji tins Hrocc^ssion of 
iluj Magi at the Sorvi. ^Hiough much rostortid, it un- 
<ju(‘sti<mably r(‘Hombh‘H that of the Uffi/ii; and. Is un- 
dotil)to(Uy by Andn^a himself; when aged about thirty.''* 
Tlie fr(*.HC 0 H of iln^ H(trvi having been fmishod in 161-1; 
wertj uueov<’rti(l at tln^ sanui time^ as the Sposalizio of 
Fraticia Higio.* Thosi4 oi iln^ Hervi garden whicdii havc« 
[)<u‘iHh(ul; arid others of inf(xu)r inhjn^st; w<5re no doubt 
c()mplettHl at the samci ptuiod.^’ We do not know when 


» viiH. viu 7. vur. 

* Uflixl, No. aso. Tho r«<*o is 

luul tho (IroMS tuglooiiul, 
tho oolotir thlrk; opH(|tio Hinl rotltl- 
isti in (Itusiu I'Vohco. 

* Mr. Koumont niontiouH this 
portrniii whioh ho Itiul soon tn t\u\ 
houHo of tlu‘ Marquis Vliuntiixo 
<^aiUMait at hMornnro, On tho hnolc 
of tho panol; wo aro iuUi^ am tho 
Wor<l«j J51H.” Tliti faro U 
tamed ^/^ to the loft. Th«» hoail 
lulonual with loig hair of tdraMinjy 
tnnd falling from a hlack eapy tho 


whito oluuniHolto covomcl hy a 
(lark silk vost with viohit mIoovoh, 
On tho groou ground tho donhio A 
intorlaood* Mfo olly^ vv<hmL 
Tho faco and hair much ro* 
|ialniod. 

'^Tho wludo Humimmilsod to A. 
dol Harto for Iho froscoH was t>H 
lh»rinH. Ho roooivod a honiis of 
4*i llorinH tu adilltiou (annt)t. Van. 
mi). 

* Thoro am rocords oC tmrt iiay- 
mmi f<»r tho **Pr(»oo«»u>u of tho 
Magr* on th« of l>uaomhor, 
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th<i hoad of Christ on tho high altar, which Vasari i)raiH<‘s 
so much; and which in a groat moasni’o dosorvc^H his on- 
comiiimS; was done.'* It is known that tho Assumption for 
which he contracted in Juno 1515, was afterwards 
carried out by Pontonno.*-^ Tho Brotherhood of i\u\ Scals^o 
had overbid tho brethren of tho SH. Annun/j^ata, and Del 
8arto had boon induced to promise the continua-tiou of 
tho monochrotneS; of which a solitary oxanvplo iiad Ixion 
furnished so many years before. 

Before Novembor 1515 he had finished ihoro tlu^ 
allegory of Justioi, and the Sermon of S, John in tlu^ 
desert; in which tho simplicity and repose of iluj compo- 
sition distinctly recall Domenico Chirlamlaio; whilst some 
of tho personages about tho saint who ijreaclum frotu a 
stump in the contre of the spaco; have a wildi\(iss and 
angular drapc3ry that btdray a sudden and passing chnng(^ 
in tho spirit of tluj artist It was the time in which the 
engravings of Dimir’s Passion; first published in 1511, 
had found their way to Italy, and rcjccivod a genuiiKt 
tribute of admiration. Del Harto was tmujiled to imitate) 
them; and surrendered some of his eld Florentine sim- 
plicity; in order to assume a broken system of Hue, and 
an unnatural exhibition of strong action and muscular 
force. 


3511 juhI for tlio “XHtivity” <m the 
26*^“ of tho Hiituo month. Also an 
ittnn for work in tho piiuhsu in 
June ‘25***', 1512, and a furtiior no- 
iico of tho saiuo kind in Juno 1515. 
Tho dafco (>f 1514 on tho Nativity, 
and the Hiatomont of Vanaid (IX, 
OH) that that frosoo as well as that 
of tlu) Ma{(i and the Hposaliasio of 
Frauoia His'io was umsovorod at 
orio timo aro ooruduKlvo as to 
whon tliis serins at tho Horvi was 
(hdshod (hoc annot. Yaw. VIH. 25^1 
to 250 and 301), Thorn arn two 
paunlH in thn (udlnntlon of Mr, 
FiiUnr Maitland whinh mmn nonios 
of Audroa’rt fronnos In thn ffardon. 
They am by Nanannio. 

Tho other froHcoa at tho Horvi 


worn in thn Novitlait^, now part of 
tlin Amnlntny of Arts. No. 01 of 
that K^dho-y inn nnluMl {OtrlKt on 
tho toml>, Ufo Hisn, vnry nanily 
hamlhul and transparniit: Tlin 
othnr plnnn is an inU*rior hi mono - 
<ihroum ; in a room u«nd as an inilr 
mary for women (Van. VIII, *275)* 

* Thn hnad Is of a warm plnas* 
iuff tuun, of a linn mould for ihd 
Harto, hands arn nroHsod on 

tlm hrnuHt (wood, oil, life wijso). 
Another hnad <»f (Jlirlnt (V a ro- 
plina), on nanvasH, in tlu^ name 
tdaon, is mlHsin^, having honu 
Hold(Va». VHI.27y 80), 

> Hon thn rnnord In Vasari (an- 
not. Vin. 302), 
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Ah ho brought thone iroscos to a oloaC; the nows of 
IjCo tho Tonth^H coming spread through Florence; and 
tiniiHual offortH wore required, considering tho shortness 
of the notice, to got ready tho triumphal ai'chos and other 
(locorationH with which that event was celebrated. Del 
►Sarto and Iuh friends, Jacopo Sansovino and Rustici, con- 
certed ineaKuroH with extraordinary decision; and the two 
lirst w(n’<^ thus (mabled to }>rodnce a gigantic model of 
ih(^ front of H. Maria d(d Fior(j, which Leo only wished 
he could have seen carried out in stone with equal 
readiuoHsJ 

RoHuming his duties at the Scako immediately after, 
h(^ laid the borders round tho ^^Baptism of Christ^^, the 
^Llusiiee^h ^^Hermon^'; and at miidsummor 1517, 

ho gave the fituil touches to John ba))ti/ing in tho 
cleH(!rt^', and the ^^Oaidure^^; botli of thorn animated 
Bc(n\OH, full of (exuberant Htrongth, and well balanced 
grmi^)H, but slightly mamuTod in tlu^ drawing.’-* 

hf lh(» tnennwlnh^, and in order to vary tho monotony 
of labour at monochromes, ho did for S. Francosco of 
Floreuco tho Virgin and child with S. Francis, S. John 
Rvangelisi and two angels, now in the (Jalhiry of the 
Uffiisi. In Ihtj young and handsome Virgin seated on a 
very higli peKU^sUil, the study of a good ^nuxUd is as evi- 
dent as that of a coarsen one is betrayed in tho vulgar 
re^alisnt of the H. Franeis. Tho Evangelist, on tho con- 
trary, is full of fiHjIing and of a mild character well 
d(m(»rving praise. Notliing can exceed the harmonimts 
vagutmoHH of tho misty tojui which bathos and almost ob- 
literates th(^ otdlitKjs. For ftiaion and transparent gaiety 
of colour, DelHartowas never more remarkable. But the 
striking feature hcre» is not so much that the picture is 
a nmHterjfnice as tluit we Hud the painter adapting his 
means to his subjtict with astonishing versatility. At the 


< Van. Vin. m. In tlw mvU\^ 
of IftlO (March 17 .] Ucl Hnrto was 
timnlovod at thn ninnral of (Un 
liangm*.' MocHd. Vaa. LK, im. 

VOL. lU. 


* tlio roc(»r(lH In annot. Vas. 
Vnii SOS. .1. and Vasari hlmHelf 
Ih. m. 

m 
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very iHomcdit that ho surprises us in the Scalzo by strength 
ami <m(jrgy, ho drops into an oxccssivo softness in the 
handling and tinting of a (piiot soono on panel. 

In order to show at tho saino time that ho was at homo 
in ov(!ry mood, ho accepted a commission from tlm monas- 
tery of B. (lallo, and tliouglit out tho nohlo altnrpiece of 
thoUfiizi: “tho Fathers disputing on the Doctrino of the 
'rrinity”, in every lino of winch stern i)owor and bold- 
ness are discerned. Yet as- usual there is abundance of 
tho attuosj)hcre and vapour which are now his peculiar 
oharaotoristics. lie seems at this mmmint to have beten look- 
ing at some of Fra liartolonnuco’s latest emanations, such 
as tho solitary B. Vincent, now at tlu'. Academy, or some 
statues of Michael Angelo; for the masks are expressive 
and res()lute, the attitud(*s ani grandiose, the forms well 
proportioned, weighty and nobly draped. 

Michael Angelo is said to Iiav(f oxprcss(i(l a high opinion 
of Andrea d(il Barto, amongst others to Jtaiihael, to whom 
ho is reported to have observed : “'Phere is a liltlti Mlow 
in Florence (imsaning Andrea) who will bring sweat to 
your brow, if <!ver ho is engag(id in groat works.’’’ 
That they knew each other, is e<frtain, because it was 
Ihumarotti wlio took young Vasari to DitlBarto’s shop in 
1524;* and Andnsa for a poriod was a fanatic, admirtu* of 
his style. Wo see this not <mly in tho “Dispuhf on tho 'I'ri- 
nity”, but in a (Jharityat tho Louvre, and a rietii, in the 
Belvedere at Vienna, both of which went fruits ttf tho 
year 1518, and one of them produced at a distanco from 
Florence. 

Before tho close of 15 1 (i, (liovamhattista Ihiceini, 
a dealer, had bought fi'om Andrea del Barto • a dead 
Christ juournod by throe angels, which, with little satis- 
faotion to the author, had boon engraved by Agostino 
Veuissiano.” This })icture having boon sent to the 
French court attracted attention, and created a demand 
for etlujrs. Tho subsocjuont dospatoh of a Madonna to 

* nucoltl. Jiullosisiu <Ii Klniiutfl, I * Vas. I. S. XII. 40 and S04. 
iu awuit. Vas. VIII. BOJJ. | » Va«. VIU. SlflR. 0. IX. 979. Th,a 
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Piiriw und its salo ft»r a lar};t‘. prolU raided tlui roi^)uta- 
tion of l)<d Sarto «tUI higher; and an agcmt was in- 
slrticUnl by Kniueis tlus First, in i\\(\ spring of 1518, to 
Honnd the. artist as to his uudinatiou for an engageniont 
in Ids eaj>iial.‘ Tlu^ prospect was too oniicing to bo ro- 
sisbsl, and Andr(‘a, hiaving wife and kith and kin be- 
hind, started about Jun<^ for Frances, furniHlnal with ample 
moans for his Jounmy, and in company of his assistant 
Sgua/./xdhu' Ills nieepiion, and ilui rich i)r(js(mts of money 
atid clotlu‘s nuuht to him on arrival, wore well ealcnlatod 
to ijillann? his «eal, ami he was (unploy(‘.d forthwith on a 
likeness of the, bab(s dauphin,** for which the king gave 
a purse of tlnau^ Innulrtnl gold pietum/* 

Amongst th<^ productions of this time nomi is more ini- 
portami am showing Andraui’s h»aning towards lUiomirotti, 
thati tln^ **( ‘liarity^* wluadi now luings iti iUi\ collecti<m of 
tlui lauivrc.** TIuutgh it lum lost mm‘.h Ixuuily of colour) it 
warn (ivithmtly dom^ with Amlreafs most eonsummato art, 
the styh* being mori? s(u*iously c.onsitUuxJil tluui that of the 
Maulonnat of 1517. 'rim maxiins of Miehmd Angelo are 
a[»pli<ul with a daderinined [UirpOHO, so as to be obvious 
not <mly in tlu^ comu'idiou, tlm arrangement and aiction, 
bni in the grandeur of the* bunns, th(< way in which tme 
turn is MUgg(*Ht<*d, ninl the ilrawing id’ ihti parts. W<i are 
rornimleal of nothing so mucli as of tlm Madonna, with 
the idiild at lu*r breast, left unruiisIuHl by Michael An- 
gt‘Io in the Medic-i chapel at H. Lorcai7A> of Florence. 
There is no other creation of this p<udod so like tliis one, 
as the FieUi at tlm Uelvtuliw in Vhmna, where the dead 
Olirist lying cm tlm foregrtnuid, is bewailed by the VIr- 


print iH ttnUnl taiO, iihm U^nr 
muut'H lltV of ImlHrtrtti, nli, imp. p. 
lai. Tln^ nriltinnt pnnnl is imssinsT* 

» ViiH. Vin. tlim, *J 70 . 

* Ue fitartcit aftor May; for, on 
tlm ‘iJt** of that month, ho in^hnow 
lodg^n* thw receipt of IfiO tiorliot; 
from Itartolommoo do! Fmlo as 
naymont of the dowry hroujf^ht him ; 
l>y liucrotla. Hoc annot, Vax.VlU. ; 
iwa, ami Vas, himself, VI U.aTO f * 


Horn l*Vhr. 2H. 1518. 

* Vn;i, VIH. !i71. 

^ lamvns No, 4il7, wood, tranw* 
forrcil to canvaNs, <»U, D^urus 
larjC«‘ as Ufc, InHcrllmtlt “Auart^as 
Hartns KhmeUlnus mo jiluxU 
MI)XVUr\ Thorn Is an old copy 
of this (Jlmrlty In iho Museum of 
Nantes. 

30 ^ 
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iind two angols. The oflort niad() by Andrea in tlilH 
puico to rcali/iO doRpairing liunentatioU; h accompanied by 
no rcdinoniont. There is nothing ideally sedoet in llu^ 
shape of the Kodeemer or in the face of his motluo'; but 
the naturalism of the nnd(^, the corroctnesB of the draw- 
ing and modelling; and the intensity given to the expre^s- 
sion of grief; arc so genuine that whilst wo miss the in- 
stinctive dignity of the ])criod of (}iotto and Angolic.O; 
the nobleness of Masaccio and Ohirlandaio; tine (dogance^ 
of Leonardo and Fra LartolounnoO; and tlu^ (d<n'ation of 
Jiapliaol; wo still find much to admire and to praisO; the 
more as tlio colour is still brilliant and ])owerfulJ 

Whilst Del Sarto was thus charming his mnv patrons 
with these and other masterpieces/-^ his wHe was spemding 
a solitary time at Florence; and wrot<V hdters urging hen* 
husband to return. The ttmdcjrest fibres of Andrea’s 
heart were moved by her })ray(n'H; and l\o aKlc(ul for leave, 
promising a speedy return. Francis acced(ul to this u])- 
jdication; and oven trustcul Del Mario with funds for buying 
works of art in Italy. Hut his (ionlideuco was betray(ul by 
Andrea in the most unjiardonahhj manner. 

Having s(iuanderod his own ami tli<^ king's numey at 
Floroneo in the building of a house, Andn^a found him- 
self unable to make the ne(‘.eHHary purehasciS; and (Invad- 
ing his ])atr(m's anger; ho was forc(vd to rcunain at honuv, 
I low ho succoockd in escaping imnishment for Ifis bixnudi 
of trust; is a mystery umvxplainod to tluv preK<uit day; 
and it is characvtoristic of thtv condition of morals in that 
agO; if we admit the truth of Vasari^s history whic.h was 
nev(ir impugaevd; that Andrea suflbnvd litthv in position 
or in purse from an ofhmce that might liav(v beem pro- 
ductive to him of tlio most serious conH(*({ueiujCH. 


< Ik‘Iv(*(lcro. Flor. Hcliool. Hoorn 
4. No. as, Wood, lljicuroH under life 
Hljfie,i«HerU>od:**Aiul.Hnr. Flo. fan.” 
a little (nupty hi the sliadowH and 
injnrmlby old<doanin#(an(l ro touch- 
iutr. Tlifiro are two coptos of this 


PietA in Eni^land, One ludonaw to 
Mr. Fnrrer, the otluvr to Mrs. But* 
lor Johnstone. Hoe postoa, the rt*- 
ffistor nt the close. 

^ For a list of those seo postea 
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In 1520, Dol Sarto, no longer thinking of his French 
connection, and evidently scenro from all pnrKuit, resum- 
ed his business at Florence, and renewed his old relations 
with the Brotherhood of the Hcaliso. In 1520, ho com- 
posed the allegories of Faith and Charity in that cloister, 
and would have continued the series, but that ho was called 
away by more powerful patrons. 

Ottaviano do’ Medici having been charged by cardinal 
(.liulio, as wo have related, to put the country palace of 
INtggio ■ a Caiano in order, engaged Francia Bigio, I’on- 
tornio and Del Sarto to paint frescos there, and Andrea 
undertook the '^Cicsar receiving tribute". The half of 
that sidijoct which he coini»loted, is iin])osing by the va- 
riety ami richness of episodes like those with which we 
bcicomo familiar in the canvasses of Paul Veronese. It is 
not so inmdi a composition as- a lively and \)icturcsqu() 
scene in which great diflicultios of pcirspoctivo are over- 
coino in the represisntation (tf circular Unes of buildings 
and stojfs, and in the position of ligures in variotis planes. 
(Juisar stands at an arelusl galo^to which various ■|)orso- 
nages ascend with their tribute. On<! carricjs a cage full 
of parrots, another leads a string of Itulian sheep, a 
third ascends with a monkey; a dwarf comes with a 
ehamoluon in a box. A statue of Abundance is on a 
pedestal to the right. , 

A man capable of doing this, must bo strongly en- 
dowed with the pictorial spirit, specially organized for 
dopicting showy incidents of pomp and wealth; cpiick 
in execution and versatile in the invention of groups. It 
is almost uoodless to mark in addition that Del Harto's 
drawing is rosoluto and free, his knowledge of the human 
IVame in every asp<(et solid, his action ready and suitable, 
and his transitions of light and shade properly defined. 
The gay variety of his colours looks to much tidvantagc 
at Poggio a Daiano by the side of the bricky tones with 
which the feebler Allori finishod the '‘Tribute." Oom- 
pared with Francia Bigio, Del Sarto is playful, gonial, 
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ploatjiiig, juicl ill ovcry Boiiso STi])orioi’. Both aro far abov(! 
Pontonno.' 

Tho (loatli of Loo tlio Toiitli liaving iulcn'iii)tocl tlio lay- 
"uig out of tluH country palaco, Aiulroa I’ctuniod to tho 
decoration of tlio Hcalzio, •wlioi'o ho furniHhod, at buccoh- 
Bivo intervals, tho Danoo of tho daughter of Ilorodias, tho 
Mtu’tyrdom of John tho Baptistj tho Prosontation of- 
tho head, tho Allegory of Hope, and tho Apparition of 
the angel, to Zachariali, tho last of which was unoovcirod 
and paid for on ijic 22"*' of August 15255. INu’haps w(! 
owe to the same period tlic two ■i)icturos illustrative of 
tho life of Joseph, now at the I’itti. They an} assigned 
to tho year 15255 hy Mr. von Roinnont with a best! or in- 
sight than wo can obtain into tho history of tho Borgho- 
rini family, for whoso palaco in Floronco they wore douo.'^ 

Pier’, Francesco Borghcrini nninoly was betrothed to 
Margaret, daughter of Kuherto Accaiuoli, and his father 
Salvi had conceived tho idea of pr(iparing for tho young 
pair on thoir wedding-day a room entirely decorated 
with jianols, and a nuptial bed paintotl hy tho best 
artists. Tho taste with which his orders wtiro carricsl 
out, was so romarkjiblo that Vasari never lets an oe- 
casion pass without mentioning tho luastorpiocos which 
tho place contained; and he dwells with coinplaoenc.y 
on the carved work of Baccio d'Agnolo and tho sub- 
jects introduced by Del Barto, Clranacci, Pontormo, and 
Jlacchiacca. But the most striking testimony to their va- 
lue is afl’orded by tho fact that during Pier Franoosco’s 
absence at tho time of tlic siege of Florence, (Uovam- 
battista della Palla, an agent of tho king of Franco, per- 
suaded tho Florentine government to let liiui have tlie 
spoils of the palaco situated in tho Borgo H. Apostolo, 


< On tlio biiHo of tho froHco: 
‘‘Anno dmMDXXI Amlroas^nrtinH 
ct A.J). MniiXXXn. 
Alf^xaucltir AUoritirt H^imiolnvtur”. 
Homa Hlljfht iil)ra8it)UH navo boon 
cttUMod h/ tlmo, e«mHilalIy in the 
Hky wbloh i» muon tUimolourod. 
Vftaari hud tU« drawing of tho uub- 


joct bjrAndron in bln portfolio and 
(UmcriboH it an tho niowt Ihuwho'd 
by Iiini that h<5 had ovor 
I • lioumtniVH Idfo of l)<d Hario, 
ub. »up. jh Audroa dol Harto 
I compotod boro with (4rauatt«i, 
Pontormo and Batiohlaoiuu KdoViui, 

n 52 .yxu, 208 , XX. m %iAUi. 
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his iiilonliou being to strip the walls and send the con- 
liscatod pieces to Francis the First, lie was mot with firm 
connteuance in the precincts tliemsolvos by the wife of 
Pier Franciisco, who loxidly addrossod him with tho vo- 
liiliility of her sox: “Vile broker'', she said, “paltry two- 
penny salesman, how dare you come to romovo tho orna- 
ments of gxmthiuu'.n’s rooms, and deprive this city of its 
richest treasures, that tlioy may embellish the hoxxsos of 
strangers, our ouomies. Tlux bed you have como for was 
made for my w(!ddijig, in honour of which my husband’s 
father Halvi prepared alt this magnilicent and royal fur- 
niture, which I am fond of, and intend to preserve and 
defoiut in menutry of him with tho last drop of my blood." 
VVilh this and much moro the worthy dcsebudant of the 
Acciaiuoli received the dealer of tho king of Fninco, and 
to sxich purpose that he retired crostfallon and empty- 
handed t(» liis own lodgings.* Kubsequont vicissitudes dis- 
porsetl thc eontiiiilH of tho IJorghorini palace, as we per- 
eoivo, in i)ublie galleries. Andrea del Harto’s part con- 
sists of two pictures, in which the various incidents of Jo- 
HCiph’s droains, tho conspirtwiy of his brothers, the cap- 
tivity in Mgypt, th(i intorpredation of tho vision of tho 
kino U> Pharaoh are put together with a copiousness of 
incident, a breadth and ease of stylo that cause tlioso 
episodes to be justly oonsidorod as extraordinarily worthy 
of admiration. Nor is it less remarkable to find in them, 
in addition to Andrea’s usual nlmosphero and perspective, 
a powerful colour with moro than common vigour in its 
relief of light and shade.* 

In tho midst of tlieso occupations Dol Sarto could not 
hut occasionally remember tho bright days which he had 
spent in Paris; and ho oven laboured under tho hallucina- 
tion that ho might ho restored to favour if Francis tho 
First could but see somotliijig now from his hand, llo 
therefore proposed to himsolf to tempt tho French mon- 


< H«io Vasari's life of Pimtiirmo. 
XI. 'll. 0. (Uuv. liatt. ilolla Valla 
w«ui afterwards imprisonad aud 


lost Ills lifu as a traitor. 

* Vlttl, Nr»H.87— US. On tUo latter 
tho monogram. 
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arch lii'Kt by a Virgin with Iho child and saints which 
an Italian named Zanobi Bracci was to send Ihrongh 
Jao(iuos do Boauno to Paris — next by aliguro of fcs. John 
tho Baptist in the desert. Yet, ho had scarcely finished 
them, than ho was struck by the futility of his ])urposo, 
and tho figure at least was. forwai'dod to Ottaviano do’ 
Medici. It was this nobleman who had employed him at 
Poggio a Oiuano, and who now that ho had no longer 
tho i)owor of spending the money of his relatives on art- 
ists, tliought himself bound to lay out his own. lie not 
only kept the Baptist'^, wliich afterwards came into the 
Pitti, and is entitled to a high i)laco in that collection,* 
but ordered Madonnas and portraits in considerable uuiu- 
bors. Of the Madonnas the fate is not known ''' any more 
than is that of tho portrait <»f Oiulio Cardinal do’ Medici; 
but tho Naples Museum still contains the copy, which was 
done for Ottaviano, of llaphaors, Loo tho Tcsnlli. 

That pontiff had been dead but a short timg, and had 
boon ft)llowpd <|uiokly to the grave by Adrian the Sixth, 
when Frederick tho Second, Duke of Mantmi, being on 
his way (15215) to Romo to pay his homage to Clomont 
the Seventh, passed through Florence, and recKtived hos- 
pitality in tho Palazzo Medici. Amongst the j<!welH 
of art which were treasured there, not tho least famous 
was the portrait of Ije<* between two cardinals by 
Raphael. On his arrival at Rome, Frederick asked for 
atid obtained from tho pope a present of this panel, and 
on his way homo brought an order to Ottaviano to pack 
it up and sond it to Mantua. Ottaviano, howovor, was 
too well aware of tho value of tho thing so lightly givtm 
away, to surrender it; and with tho cunning of his race, 
ho (letorminod to k(fop tho original and palm elf a copy on 
tho Duko. Ho employed Del Harto to mak(j this copy 
which was duly sent away, and was accepted not only 
by Frodorick, but by Oiulio Romano, who wsis in his em- 
ploy. Vasari hapiionod to be visiting tho palaco of Mati- 

‘ ruts, No. 805. Hoc Vas, VIIl. I * Viis. VIU. 277. 
p. 877. I 
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tua a littlo later with Giulio Romano; and tlio lattor 
vaunted to him the hcauty ol' the Raphael, tlio only 
one thoi’o. Vasari, who about this period had been 
introduced to Del Harto, and had friendly relations with 
Ottaviano, was aware of the deception which had been 
pi'juftised, and said to Giulio; "It is very fine, but not 
Itaphaol.” "How not”, sharply replied the other, "do 1 
not know it, who rocognizo the strokes of my own work.” 
" You have forgottim”, urged Vasiu-i, "this is by Andrea 
del Sarto, as you can see from a sign that I shall show 
you.” Uiton this Giulio looked at a mark to why;h Va- 
sari pointoil,' which, had it besen kept, would have pre- 
v(!ntnd a long and wiiarisomo dispute. The genuineness 
of tlio Leo at tlio I’itti has been (inestioncd in favour of 
that in tho Museum at Naples; though on the face of it 
the lattor boars all tho evidence of being taken from the 
former. No doubt, had Kajihaol been asked for a re- 
plica, he might have reproduced his own design, and yet 
have betrayed to xis whiidi of tho two was the repetition. 
Rut in tho Naples "Loo” tho (piostion prosonts itself more 
boldly. Wo miss in it tho perfect keeping, ease, gran- 
deur, modelling, and relief of fonu; tho ]»eetdiar llavour 
of art which distinguish San/ao from Del Sarto. Tlio 
Mantuan double, of less simplicity in tho outline than 
Raphaers, has a contour with tho twang of Andrea’s ac- 
cent in it ; chiaroscuro of comparatively littlo masaivencss, 
shadows of a loss mysterious depth, because imporfoctly 
modelled. Tho difroronco lies in the variety of tho 
prineiploH upon which tho two painters laboured. The 
jioculiarity of their schooling ])roducoH distinct modes of ■ 
iiandling. Andrea did not place tones over each other 
and fuH<i them together by glaze and half glaze, accord- 
ing to the jiroecss which Raphael had learnt from Ijoo- 
uardo and Rcrugino. I Us is a more immediate and rapid 
system, which has frequently the disadvantage of giving 
an air of emptiness to his works in oil. That system 


' Vas. vin. 28a. 
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is applioil in iho Naples ''Leo”, wlioi'o Iho lights are 
fused and bright enough to bo accepted as a good imi- 
tation of llaphael, btit whci’O the shadows, owing to th(;ir 
viscous consistency, imperfectly HU tho outlines; where the 
lints of tho drapery gonenvlly copy those of San/ao with- 
out their spotless unison of hax'iueny. 

That Oiulio llomano, when doing tho honours of Man- 
tua to Vasari, should not have critical leisure to observe 
those minutite, and that Vasari on his i)art should prohu' 
to convince him by a private sign rather than by a dis- 
sertatign’on stylos, is (piito natural. Tho only startling 
tiling is (liulio's assertion "Uiat ho had a share in lla- 
])haorB Loo tho Tenth", a fact which no one could have 
believed, especially at tho time of tho incident which has 
just been related, but which, if admitted, woud show how 
much bettor a subordinate can work under the supervision 
of his superior than when ho is alone. 

Independently of tho internal ])roofs to which our at- 
lontiou has been devoted, there is testimony of a subor- 
dinate kind not to bo undervalued in discussing the com- 
jtarative genuineness of tho Neapolitan and Florontiuo 
pieces. In favour of tho former wo usually lind a couple 
of linos quoted which aro undoubtedly to bo road on tho 
back of tho panel. Those lines run; “P. Loon X. mu di 
liafaclo d’Urbino. (lio. batta btohwKO. A. N. (Agostiuo 
Norono).” In the (lallery of Naples however, another 
picture is known to have tho same inscription, and that 
is tho Madonna della Gatta by tliulio Komano, which no 
ono except Vasari (once by an oversight) over attributed 
to Itaphaol.' 

Tho sudden appearance of tho plague in h'loronco and 
its neighbourhood now drove Dol fcJarto, amongst others, 
out of his usual place of abode; and his patron Antonio 
Brancacoi having got him a commission from tho nuns of 
8. Piero at Luco in MugoUo, he migrated thither with 
his wife and a heavy suite of relatives in Uio spring and 

' Vftsarl ivsHtgns this vory Mii- 1 p. 01) liiid inoorrootly to Uapbool 
douqii wirreotly to GiuUo (Vol. X. | (XI. ‘J40), 
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suiniuor of 1524. Tho fruit« of his stay there were a 
Picta, now at the Pitti; a Visitation, and a head of Christ 
lik(i that on tho altar of tho Servi.^ In tho Pictli wo have 
Del vSarto’s version of tho Incident so ably depicted by 
Ponigino and by Fra narh.domincc). The dead Kodoomer 
is raised at the shoulders by the Evangelist, his arm held 
\\[) by the Virgin. Tlie Magdahm bonds over tho feet, 
and wrings her hands whilst, *in roar of her, S. (hithorinc 
looks on. Pehiud tlui two latter, S. Peter, his body thrown 
forward and his arms o])en, oxi)f(jHses grief and horror 
with tragic, if not with noble, action and features. S. Paxil 
near tlio Kvangedisi, forms a cotmterjxnso to S. Peter, 
^riiis is a fine example of Del Sartors versatility, a com- 
j)ositIoif a<‘x‘ording to the correct rules, very dramatic and 
powerful, in which even tlie merit of originality cannot 
bo denied. It lias neither the sovoro grandeur of tho 
Frat<^, nor the serene calmnoHS of Perugino, Put the Mi- 
chaelangolos(pi(t fibre In it show's strength; and the clever- 
ness with wdiich Aiulrcia lu'escnls a scone, in its movomonts 
for(fil)le, y(d human and familiar, in its oxi)ros8ion roali^stic, 
yet Hufficitnitly elevated, is greatly to be praised.*'^ 

On d(d Sarto’s return to Florence in autumn, tho Visi- 
tation at the Scalxo, a v(^ry fine unit in th(^ number of his 
monochronies, was followed by an equally fine Madonna and 
saitits at tho Pitti, tho predolla of which, containing por- 
traits of his ac(iuaintancc lloccuccio Picchorai da Qam- 
bassi, is missing/'* Thtm came a series of five saints of 
good type and of elegant and lifelike shapes, intonded 
for tho church of tho Madonna di H. Agnoso, but at 


< TIio Vishatien and ths head of 
(Christ lire now (moo Van. 

vni. m). 

No. 5B. On tho foro- 
groimd Audroa’K monogram (wood, 
(»ll, ilguroH Ufo Mifso). Tim pay- 
mont for thi« plooo and for tho 
ViHltatlon (80 ducatH) Ih pHntod In 
com. Vtts. VIII. .105; ilio date bo- 
ing Oot. 11. t5*i4. A nrodolla, Hald 
tolnwo romainod at buco, has not 
boon »ocu by tho author#. Vasari 


I ndatog how tho whole altarpicco 
narrowI^oHoapcd being carried oif 
by tho freebooter Armaolotto do* 
Uamas5Z(ati (15589— iK)) who wanted 
an ornament to hi# ohapol at 
Michele in Ilosoo {>f Uolopfua. 

a Tlttl, No. S07, Wood, oil, 
figures all but Ufe> ttizo. Tho Vl^ 
gin and child in tho cloud# are ador- 
o<l by tho hnoollnpf KH. John tho 
BaptiHt and Mnpfdalan, tho stand- 
ing BB. Bobaotlan, Uooh, Xiaw« 
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proHont ill ilio cathoilrnl, of Pisa; Iigtiros of kucIi a miyly 
vagucncHB in their colouring tliat they remiml uh iuBlanlly 
of (Correggio, though graver and more contained in mien 
than thoHO of Antonio gcnei’ally-* 

Tn 1525, Andrea was employed with lingiardini in 
making cartoons for the balustrade of the tribune or 
^^ringhiora^' of the Palace of the Signori at Florence, 
but his masterpiece in that year was tlic lunette fresco 
in the cloisters of the Servi known all over the world as 
the Madonna del Sacco. Vasari, (umipturcd, says of it: 
^Hhat for drawing, grace, and beauty of colour, for live- 
liness and relief, no artist had ever done the like^^;'* and 
no doubt it is Andrea’s best, producing an iinjiroHsion of 
life which is only proper to works of the highest (u’der. 
There is no denying that a maHculim^ stamp is given to 
the youthful and ihouglitful yet inspinul Virgin, as w(dl 
us to the form of the child. Yet, this in no w1k<^ dim- 
inishes their grandiose (dtoct. The centre of vision is ap- 
propriately chosen for the high place in which lluj sub* 
joct is introduced. The grouping is sciimiifie, the at- 
titudes are noble, the drapeuy admirably calculateil to 
show oir i\u) franu^s, and the lialanco of light and shadow 
is i)crfoct. ^riio oxcelloncc which 1 )el Sarto here altaiiuHl 
was never surpassed, and though we have two nobhi spo- 


ronco hikI nuotlion This Is a lino 
<^nHily IuuhIUxI work of ilio mantor, 
of woll fnHo<l tonoH. 

< 'riiorio Uvo Haitits arc all ou 
wood, and life si/c, John with 
ih« croHH kncc.ruif^ and pointiufy 
ttpwardH (roHtonol hy i>oinUng); 
W. (jatlnndno wifcli a palm, 8. Mar- 
li;arct with a lltUo croHH, both very 
^raud and in i^ood attitfldoH; 8. 
peter miudi injnro<l by repainting, 
H. Agnort in lively action. TIioho 
wore all takou int<» the iUna Duo- 
mo in 101 d. Pour arc the hMuh 
of the high altar; the 8. Agues on 
a nllaHtcr in the tranm^pt. 

** 15*.!5. Li))ro' do HtansilaiuouU 
dtf Signori, Oollogi o otto di BaliA 
0 custodta dal 1521 al 1527. 


1525. Oct<»bcr IL 
“Item Ktaniiavcnint .... (dm i 
MaHHal 0 ChiHHiori dl (’amcra dicn<> 
0 paghino al camarltitgo <lcna ca* 
mcra <UdP anno liorini vcnti larglii 
d’oro in oro, who Kono per dargli ct 
]»agar« a inacatn» Andrea »rArrl- 
ghc» (Vd’AngebO <lipiutorc per 
)arto del <lo| cartom^ t'ho 

ni fa dol diic^guo didlc Hpatllorc 
della ringlilcra del pabiiszi* d*f 
uoHtri eee(dHi signori, ner cHHore 
quollc (dm di proHcnto si ad(»prnno 
conHumato o guanlo, t( distmort^ 
vole alia noHtra edUA. 

favoured by (P MilaucHl, and 
am Van. VI U. 287 and foil*. 

3 Van. VIII. 28*1. 
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ciinons in the lUrtli of S. John (1521)) at tlie ScalzO; and 
the Last Supper at S. Salvi (1520—7); they ai’o not su- 
perior; if indeed they ai’C equal; to the Madonna del 
Sacco J 

The birth of S. John was the latest fresco by Andrea 
in the cloister where he luid competed with Fi'ancia lligio.^ 
Adding to tlie series at intervals only; and finishing the 
last; eleven years after the first; ho gives us leisure to 
examine in one place the expansion and the changes of 
his stylo. We see in the Sermon of S. John something 
that reminds us of tlie grave Ghirlandaio; and; simul- 
taneously; traces of the inlliicnco of a groat foreign mas- 
t(ir. 'iriio action of l)rircr upon Andrea’s mind remains ap- 
panmt in the ^^liaptism of the Prosolytos^^ and in '/‘S. John 
before llerod^^ inducing him to indulge in energetic 
and forcibhi developments of moveanent. The ^^Appa- 
riticm of thci Angel to Zachariah^^ illustrates the return to 
a simpler and morcj natural mood in an Italian; and pre- 
pares us for llu5 gr(iater breadth and boldness of the Ma- 
donna del Sa(HU).'*- The two remaining monochromes are 
good and infijn^sting as compositions.'* At S. Halvi the 
Jjast Suppeu’ completes a decoration begun a long time 
Ixjfore. It appropriatedy adorns the refectory and is cal- 
culaUnl to be S(um at a burst on (mtering the door. At 
that distune(i and from that spot tlie reality of tlio thing 
is striking; the 8aviour and the apostles all sitting at a 
long table in a room, at the middle window of which 


^ 'riic itohmr of tlio Miuhnnm 
del Sac, CO Ih n little hicnehed hy 
time. On a piece of skirting in 
the right Hide outj readH.* “Anno 
Doin, M. . . . . V. . and in a Himl* 
lar phuut at the opposite corner; 
“Quo gmuiit adoriivit”. 

» Vas. com. VHL mi 

^ 'rhis frcHct) in itiHcrU)<*d; “J. A. 
1). M. ..XXL.. There i» a cau- 
va»« replica of thi« subject in mo- 
nochrome; together with another 
repreHcnting the HapiiMm of tint 
crowd, in pimscHHlou of the Ouca 


(Jornini at the Porta al Prato in 
Florence, They aui boldly done 
though wo cannot nay without fur- 
ther study whether we consider 
them to he hy A. del Hnrto or 
not. They were so called when 
catalogued Nos. ICO and ICB in the 
Hinuccini gallery. 

* 'rho whole aeries is much dis- 
coloured and injured hy cleaning; 
the lower parts more ospcndally in 
had condition, and tlic base mo- 
dern. Home of the tricks played 
on them are related in a note to 
Vh«. VIIL 5iD», 
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two {H'l’HonH ownvorHO. On u nonror view the sconic na- 
lunt of tho handling and tho luannorod outlines betray 
the artist’s trick. The eUcct of nature is produced by 
th(i able complex of distribution grouping and diversHiod 
attitude.. Th(* types ai'o characteristic of tho ag(5 and 
habit of the men rei)r(!s(inte(l, whoso faces all seem i)or- 
traits. To this arc suj)eradded, colour, in every wave of 
•which there is light, ])lasticity and air. ft is marvellous 
how the shadows cast by tho figures, and tho parts in 
them, turned away from tho light, kcej) theii' value; how 
the variegated tints preserve their harmony. 'I'ho action 
is ov(!ry whore true, the drapery of grand and simple 
cast, but sculptural in tho llattemHl aspect of its r(dief.' 
Tho Baviour, at tho ccnti’O of the table puts his hand on 
that of B. John Evangelist, towai'ds wlvom his face is 
bent. In the right h(! holds tho broad in the direction of 
.ludas who sits by him. This is a group in which all An- 
drcia's faults and <|ualiti(»s are combiiuid. A suprenu! 
ideal of geedn(tss, depth of nobhi thought are not to 
be found in the Kedeenuu’ who is a man of no very se- 
lec.t form. Ills movtanent is ess(!ntially tliat of an 
ordinary mortal; and in (jvery otlufr instance, where we 
hope for relinonumt, we fail to dis(s>v(!r it, yid tlie apostles 
at tho ends of the table are admirably bound In (pms- 
tioning converse; and tluu’o is decorum in them all, if 
high irnied ho lacking. 

In com[)aring Del Barto with laumardo we thus find 
tho (fssential dillerenee which exists Indween tlu! two men, 
and a key to their inner orgauixation. We should say 
from the conbunplathm <tf the (kma at Milan that the 
painter iit high bred. lamking at that of B, Balvi that ho 
is aceustotued to lowly company. Jloth in tlnfir [tarts 
yielded something that was original and'giHsat; hut An- 
<lroa, knowing his own strength and ca[iacity, chose his 
ground tujcordiugly, and for his suecesH uud(!r those con- 
ditions ho is (mtitled to thanks.* If wo tunitrast tho 

< la tlilK fi rmcli<»u from Fml *<hi« or IimimIh, llmt of tUn 
IJartolouiiuou* | fourth niumtlo to th»^ right of 
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iiiagiiificent iroBco of H. Salvi with tlie wketch of it 
which is now in the Gallery at Oxford; wo cannot hnt 
bo snrpriHod anew at the power of Del Sarto. The panel 
is a conntca'part of the fn^sco without the people at tlie 
window; painted in oil with the xitniost caH(*.; extraordi- 
narily full of lifc; but particularly charniing for the 
transpannico and harmony of its colour. 

''fhe last years of Del Sarto were taken up exclusively 
with tln^ completion of altarpie<*.es m all of which w<i 
shall tra(‘.c an unmistakcablo grandeur of style together 
with increasing facility of hand and mannerism in out- 
lin(‘.s. One of his last public duties was the represen- 
iatiou of certains outlaws on the l^iazza del rod(mt4i at 
Flortmc(‘. in 1530. 

Wo shall proceed to register the works of this and 
oarlicu' periods wieh have not found a place in the ftm^- 
going text; promising that the painter’s death took place 
on the of January 153 Id 

Ftoremr, /ivuifmj/ of /trta. r/i»A' (irtnit/ft Tahkuuitu No. 50, 

Pour HnintS; Miohnol; John tho liuptiKt, <jiuvnimi cainlln^rto, and 
ncrminlo dof^Ii Uhorti, onjjflually in VnllomhroHa (Va«. 8. 2H5). No, 
0*2, Two children cmljrac.inff and holdinp^ a HcrolU No. 00, Rro- 
d(dln, with hcoiiok IVom tho lives of the HuintB in No. 51), ThcMo 
tliroo nuinhors arc parts of one altarpioc.o, tlio principal OjjruroH, 
almoHt ()f lifo nisco (wood, oil), Induf? fjrand and htdd in movement, 
the children Hprifirhily iiml full of movement, thoujjfh a little man- 
nered in outline, the pr(uUdla episodes livtdy and foroihlo in the 
faHhi(m of Mi<diatd Anfyolo. (The eentral Annmudation of tho pre- 
dclla 1 h No. 440 at Ihc. Louvre.) XiJHcrihcd hetwoen tho logs of 
tho H. Miolmol: ‘*Amu Dorn. M.D.XXVIU”. 

Ihrlhi Mmeauu N(>. ^ 40 * Of the same year ie this fme Virgin 
and child umongKt snintH, iuHorihod on tho stops of tho throne; 
*?Ann, Dorn* MDX,XVin” (wood, oil, figure» Hfo aisjo); tho liuiotto 


the pieturo, and that of tho stoop- 
ing Hpeotator at tho window are a 
little injured by abrasiou. 

* Ho had hoou enrolled inEoh.2. 
15120 a member of the oompagnin 
di H» i^el^aatlano; and in the rogis- 
tars of that Booieiy wo ilnd Urn 


notieo qf his death on tho day In 
qneHtiom Hoe Tav. Alfab. Vasari 
says that Del Harto vlnitod Rome* 
He does mU say when. At any rate 
this could have heum but a short 
trip, of no inUuonee ou hispletorlal 
career («e<\ Vas, VIIL 202* and IX. 

m). 
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witTi tl»« Virjyin and nnfifol annunciato iu Florence. (Ori- 

f^uinlly (lone for one Chiliano Scala for some patron at ?iarzana, 
tlitni at (^(nioa; bonp^lit at last from Mr. J. Eafittc^ iu Paris (I8.‘l0) 
for the kiuj^ of Prussia. Hoc Vas. VHL 285— C.) 

l^'lorenoe. J*iUi, No. 10.3. Aunnnclatiou. . Lunette of the foro- 
goiu|<c, H(iuare<l in cauvasH and injured hy rcHtoriu^y, originally at 
the Hervi (Vas. VtH. 280). A copy of the latter is: Louvre, No. 
440. Annunciation, 

FItnruce, l/ffizi. No, 1254. Originally at S. Giacomo Nicchio 
(Vas. VTIt, 287). Of the same date as the above; canvass, with 8. 
JamtJS caressing a child in the dross of a ‘‘battuto”, a little dim 
and injured. 

Florence^ PiUL No. 02. The Virgin Icnoels and looks at the in- 
fant Christ who smiles atjier as he lies on a cloth. Th(j youthfnl 
Baptist standing, points to the ►Saviour; and 8. Joseph to tlu^ left 
leans his head on his hand. Fine and pleasing, don<^ for Zanohi 
Bra<5ci, possibly about 1521 (Vas. VIH. 275, wood, oil). The fac(i 
of 8. Joseph restored. Keuinont (.Life of Del fSarto, 150 1) speaks 

of a replica in the Pouinuu’sfcddeu collection, near Ilainberg. 

Smne (hilkr^/. No. 81. U'he Saviomv astride^ on tlu‘, k>uu» of tin* 
Virgin who sits on the ground, turns to tlu^ young Itaptist hui>- 
port(ul by S. EHisabetb, 8pl(‘ndid, beautifully nrrang(ul and pleas * 
ing iu typ<^s as w<dl as iu movijments. Perfectly handled in An 
drtods fused trauspariuit manner. Botu^ eirea 1521), for Ottavlano 
de’ Medici (wood, oil, Vas. VIU. 200), postea, a copy at 

Dulwich. 

Same (htUrvy, No. 200, Half hmgth Virgin, with th<( <dul(I, of 
great fe(dlng and graetJu! action, renuuiseent a little in style and 
ooneeptiou of Fra BarUdonuium. 

ViiHJU'i tolls iu (lotail how (ilovainbaltiHta tlolla Falla, 
haviu}? authority from tlut king of Fraiuro to ordor or to 
buy workH of art, “oommiHHiomul of DolHarlo 'Ahrahatu 
about to Hacrilico Isaao'-’ Aiulroa jiroduml a inuHtor- 
jiiooo iu (dMtdhrticti to tluH ntfitioKt. You ootdd hoo iu tho 
fa«o of th(! old man au oxprcHHion of livoly faith atid 
couHtaiujy, in ob(!diom«) to whicdi h<! wjut roady to immo- 
laUf liiH own son. You saw him turn his hoa<l towards 
a b(!antlful hoy-angol who softmod to toll him to arrost 
tho blow. It is nuodloHH to oKplain tho atiitudo and dross 
of tlio falhor. Isaac, nakwl, tr<imhl(«l for fear of death; 
his nock was tingod hy tint luuit, tho rest of his body of 
a fair conijihsxioii. Tlio shocj) in tho thorn sooinud to 
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live, and the clothes of Isaac on the ground were real 
rather than imitated. Besides; there were naked people 
watching a donkey at pasture, and a landscape so true, 
it could not bo bettor. After the death of Andrea and 
the iinprisoniiient of Gio. della Palla, this picture was 
purchased by Filippo Strozzi , and given by him to Al- 
fonzo Davalos; Marquis del Vasto who placed it in his. 

Gallery at Ischia ^ ^^Paolo da Terrax'ossa, having 

seen a sketch of the Abraham, asked for a copy of it, 
which Andrea did for him in small.^^'-^ 

We have thus notice of a largo and a small Sacrifice 
of Abraham rntolligonce of a third is given in a letter 
written (Florence, October S. 1531) by Gio. Battista Mini 
to Jkccio Valeri at liome, in which the former announces 
the sale of a ^^quadro do TAbram^^ by Androino del 
Sarto for 125 ducats to James Stuart Duke of Albany. 

The replicas in existence at this time are three in 
number; none of them worthy of the praise which Vasari 
heaps on the original ordered by Della Palla: 

/)vc(iden» Ahmm» No. 4'b with tljo Vasari’s description 

of the conipoHitiou is well given, and need not bo ropcated. The oxcon- 
tion, however, is not llrst rate, though it seems by Del Sarto (wood, oil, 
ligurcH life sissc). The drawing is free and a little mannered, and 
the tomdi very bt)l<l, the colour bright, l)ut empty in the shadows. 
There is much expression in the face of Isaac. * 

Mumm, No. 161. Carried away from Holland, and given 
by the Emi)eror Napoleon in IBU to this Museum ns a copy from 
Andrea del Hnrto, The execution is less agreeable than at Dres- 
den, Atulrea’s transpareney and gaiety of colour being wanting, espe- 
(dally in the grey shadows; — the nude ill rendered. The author- 
ship might be assigned to Pontormo (see do Ris, Los Musdes do 
i’rovinoo, 11. B77). Wt)od, oil, iigurcs life sixo. 

Madrid, Mmemi* No. 867 (catalogue of 1R60). Wood, oil, under 
life siscc. This may be the Terrarossa copy. It is injured, but 
bears the stamp of Del Barto’s own hand. 

Florence, Piili No. 191. Assumption (wood, oil, figures life sisso). 
Left unhnUhed In 1531, and without the last glasses, having been 
ordered by Rartolommeo Pianolatlclu (Vas, VIXI. 274). A master- 
piece for lightness, vapour and finish, and of a good afumato. 

t Vas. VIIL 289. * Ib. lb. 291. 

VOIi. in. 
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Sumr (tallcru^ No. 2*25. Hamo subject as No. 101, and sliowitif^ 
with wltat versatility Del Sarto was f^iftod. In this, however, thorc^ 
is a tnoro (iuiot and orderly distribution, and somctbiiij^ more rcini- 
nisoent of Fra nartolomnico. The Virj^iu is raisc^d up towards 
heaven most gracolully, and there is an atmosphere almost like 
OorrcfyfCio’s in the jiflory (wood, oil, liguros life size); according to 
the aumotators of Vasari VUI. 274 originally in the Duomo of 
(lortoua. 

tom (htUory, No. 123, Virgin in glory, adored from below hy 
four saints. Ordered of Andrea in 1521), paid lor in 1531, though 
unluushed and completed in 1540 hy Vineenzo Jlouilli, who wrott^ 
the latter date on a eartellino at foot. The nj|)per part is Del Sar- 
to’s, the lower, poor and by another hand (Vas. VJH. 28H, and aiinot. 
307, Keumont 201-2). 

Tlio foregoing having boon all more or loss traced t<» 
tlio Ijwt yoar-s of our artist, wo pvocood to register piocos 
of which tho history is moro obscure, classing tlusm ac- 
cording to tho places in which tlioy aro oxhibitod. 

Fhreim* VffhL No. 188. Bust of a woman, genuine. No. 1147. 
Alleged likonesH of himseU’, life size, youthful and full of bravura 
in the execution (canvass). No, llOO. Ihist of a youth, called: ‘Hlni 
comnn^fiHO di Vallomhrosa” (Vas. VIIl. 287), hut apparently a per - 
son of higln^r statu)n. (jonipletely repainted (wood, (»il, life size). 
No. 1230. Ihist of a fiunalo with a basket of spindles, paltry in 
style, reddish, aucl misty In colour, like a llacchiaft'a. 

Florence* No, 1)7. Aumimu'atitm, originally in H. (lodenzo 

(Vas. VIU. 2(i0). Wood, oil, life size, H. Mudiael and a canoniztol 
friar form part of the scene. This injured panel is much repainted 
HO that Andrea’rt hand is hardly discoverahhi. , No. GO. Bust (►f a 
male, alleged portrait of Del Sartti (V). No. IHl. Do. Do., W(»od, oil, 
hue, hut robbed of Uh hlotnn. No. UH, A male ami female (half 
lengths, wood, oil), said to be Andrea and Iuh wife (V), not certainly 
hy the master. 

Florence* Frince ContlnL No. It. Apollo and Daphne (woo<l« oil). 
Very careful, toucluol with gold, and fanciful in costunu^H, We are 
reminded of Blcro <U (hmlmo, hy the goneral aspect, anti t»f Dtd 
Nnrto by tht» execution. The name of the latter Ih appropriate In 
HO far as we havtt here, possihly, an ellort of Ids younger tlays, 
Nm ID, Virgin, tdiild, young Baptist and H. JoHopli (wt»o<I, <dl), 
raw, posUive in tone, and damaged by rostin'Ing, )»y a pitpll rather 
than hy Andrea in person, Vasari meniionH a panel with Ute same 
llgurcs ns having boon done for (Bo. Ihirglnudni (VUI, 21)0^, No, 8. 
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Virgin, child, nnd four augol.s (wood, oil), foohlo in character and 
dark in shadow, like a Pnligo. No. 22. Angel and Tohit (on cop- 
per), a copy, of which there is a counterpart in the lUtti (No. 292). 
iriinmnhored. Virgin seated, with the child, hehind them the young 
S. .lohn. This is a modern imitation (wood, oil, life size) of a copy 
from Del Sarto’s fresco near tho Porta a Pinti (Vas.), now des- 
troyed. The copy is in tho third corridor at the Uflizi, without a 
mark (p. 24 of catalogue; see Vas. VIIE. 273-4), The same com- 
position, not by Del Sarto, to whom it is assigned, is in tho Collec- 
tion of the Duke of Sutherland in Loudon. Another, like that in 
Stalford house, minus tho young Jiaptist, belongs to Sir William 
JMiles, Part, of Leigh Court. 

Floromn\ (Hdllvna (HnorL Half length of S. Sebastian holding a 
bundle of arrows, a little exaggerated in drawing and forms, and 
not (piite certainly by Andrea, having more impaato than is usual 
to him (Vseo Vas. VIU. 202), wood, oil. 

FtomiiHu (Salleiia PiunrutiieliL No. 100. Bust of Baccio Valori (V), 
feeble and probably not original. 

Home, (utlte.Ha HarhermL Tho Virgin leaning against a tree, holds 
th(^ child who seems to have jtist turiuul away from the breast Her 
face is the usual one of J)e.l Sarto; the child largo and S. Joseph, 
to the hd’t of atom mitm. Done by Andrea or under his super- 
vision, about the time of the S. Salvi Supper, retouched, especially 
ill the heads of the Virgin and child. There is a study of tlie head 
of S, Joseph in the Munich l^inakothek (see postoa), wood, oil, life 
size. Two copies of tho Parhorini Madonna by other hands exist 
in tho Madrid Alusomn, No. 7HH, and in the Collection of tln^ Mar- 
quis of Westminster in Loudon. 

Home, PaUmo Spada. Visitation, portion of a prodolla, with six 
hgurciH in lively movcinent stamped with the imiiress of Andrea’s 
manner, and certainly done in his atelier. 

Home, HaUvria Horykene, llioro are no less thaii seven pieces 
claiming to he by Del Sarto, in this gailory, all of them by his 
pupils or imitators. 

Home, Palazzo (-ontini. Virgin ami child, dated 1509, reminding 
of Bugiardlni (see autea). 

NaplfH, Munem, Portrait of Bramante (V), with one hand on a 
sheet of paper, the other grasping a pair of eompassos, lie shows 
a plan to a Duke of Urhino (V); — named Andrea del Sarto, but a 
mixture of Pontormo and Bronamo, and of hard outlines and cold 
tone. 

Modena, (Hdkvy* Virgin, child, and S. Eiissabeth, with the boy 
S. John, two angels attending, one of tliem with a (lute. This Holy 

37 * 
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Kninily ih not; like that of ilio IMtti done for Ottaviniio Modici 
(Ko. HI), iu)r in it the samo an that of tlio National (lallory, No. 17. 
It i« Hiniilar to one at tho Holvedoro in Vienna (No, Ital. Hchool, 
room 4), uiKlor Del Sarto^H name, Init really by rulii^o. The ropo- 
tition at Modena in not even by Pulijiyo. Of oififbt other panolH in 
this {gallery attributed to Dcd Harto, it Ib neodloss to say inoro than 
that the nomenclaturo is faiso. 

farm, Mimium, No. 207. The Virgin, fl(iato.(l, holds tho infant 
orottt on In^r lap. Ho turns towards tho young Haptist (wood, half 
lifo aisie), fooblo in character as in colour, and of a glossy stirfaco, 
yet laid in with a curtain case; — a school coi)y ruptniting a part of 
a Holy Family at tho r^ouvre (the S. Flizaboth uxccpttid), A more 
modern rupotition of this ntimbor, at Turin, is in tho Museum at 
i^uiprdg (No. 200), another at Windsor Castle. 

Hovi(ft>, (Galleria Cornmnalc. No, ftO. Virgin and child, and infant 
Baptist, imitation of Andrea by a later painter. 

rimna* Hdvedere, Hat, Si^hoof, Hoorn 4, No. A, Archangel and 
Tolut attended by S, Lawrence, and to the right a kneeling Donor, 
Christ with his cross in the sky (arched, wood, oil, figures under 
life sijso). Tho colour is rich, pleasant, and sfnmato. Tho 
LoonardoH(tuo smile is on every face. No. 3. Tho Virgin kneoliug 
holds tho child, 8. lOlizahoth to tho right, with tho young Baptist^ 
pointing to tho sky. To tho left two angols, tmo of whom jdays a 
Unto. This, wliicli recails Bnligo, is taken from a Holy Family 
(No, ‘1H8) at tho Lonvro, in tho same tnanner as one at tho Munie.h 
FinakoUndt (soo No. 548). Tho principal group is transferred to a 
panel at Windsor castle, and to another at Lord Yarboronglds, 
neither of which is original (sec postoa). No. 11). Portrait of a 
female inscrihod: **au. mtat, I. 1 XXII (wood, oil, life sixe). Hho is 
seated with a book in her hand, fine, but restored, of a low tone 
tind apparently a lato Pontormo. No. 28. (hitalogtuul No. 30 (by 
mistake). Virgin and child in a laudscape, with 8. Joseph, leaning 
on a sack (wood, oil, half life Hixc)» is perhaps hy Pontormo, Us 
o<dour being of a re<ldiHb, ev(‘n, tinge, tlio figures short and fat. 
No. 30, Catalogued by mistak(4 as No. 28, Tho Virgin kneeling 
holds tho infant Christ who plays with tho hoy H, J<din. Dlstiuuu^ 
tt luttdsoapo with ruins, a well, ami little fig«r<is (wood, oil, figures 
Ufo sise). This is either by Pontormo or. by Uosso, imitating not 
so much Del Harto ns Francia iligio. 

Vimmu lAvhtvmUin Gathrif, Half length of 8. Hehastlan, wood, 
oil, life sl»e, weak, by m imitator of Del Harto. iload of the 
Baptist on a plate, wood, oil, Ufo slso, of the close of the six- 
toontli couttiry. 
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Vienna* Hamich Gallery, No. 178. Virgin, clulcT, Baptist, and 
S. Josopli, wood, oil, of the decline of the Florentine school. The 
head of the Virgin repainted. We forbear to weary the reader with 
other pieces of the same kind. 

Herlin Muscnvi. Nos. 236—41. Incidents from the legend of S. 
Anthony of Padua (wood, oil, small), rather Umbrian than Floren- 
tine in stamp, and reminding of the brothers Zaganelli (Cotignola), 
particularly in respect of colour. 

Munich* Pbutkoihek. No. 576. Bu.st of S, Joseph, life size, on 
paper (oil), same as at the Galleria Barborini, equally bold and 
characteristic, but extensively rotoucihed. No. 548, wood, oil, copy, 
by a stranger to his school, of Andnia’s Holy Family at the Louvre 
(No. 438), a very fe(d)lo production inferior to that at the Belvedere 
(No, 3. Fourth room. Ital. Hchool), No. 544. The Virgin sitting 
on the ground, with the' infant Ghrist and young Baptist. Behind 
the latter two angels, a piece of a comparatively recent date, very 
nnliko Andrea, Cabinets. Nos, 582. 583. 5H0. 5t)d> copies in mono** 
chrome from the Bealzo frescos, without the geJiuino stamp of 
the master. 

Schleisshcim, No. 1123, Named A. del J:^arto, but not by him. Sub- 
ject the Virgin, child, and yoting Baptist. 

Dresden, Museum, No. 43. Marriage of fS. Oathorino, under a 
conical dais, the curtains of which are held uj) by angels. This is 
atj example of Andrea imitating Fra Bartolommeo, Vc^ry rich and 
sfumato in colour; the Hgures short and paltry, wood, oil. The 
monogram is on the border. No. 45* The dead Christ on the lap 
of the Virgin, by an artist of the close of the sixteenth century. 
No. 40* Holy Family, falsely inscribed ‘‘Andreas Hnrtus’*, by a Vene- 
tian of whom wo shall have more to say at a later period. Much 
roMtored. 

Drunmiek, Gallery, No. 423* Virgin, child, and young H* John. 
Half life size, canvass, oil, rough copy, much repainted. The same 
composition, not catalogued, poor, but better than this of Bruns- 
wick, Is on a wall in the staircase leading to the soorotar/s ofdoe 
in the Hermitage of B. Petersburg. 

SiuUfforL Museum, No. 327. Bmall Holy Family. Imitation. No. 
290. Bo-oallcd portrait of Galcazsso Campi, not by a Florontlno. 
but by a Lombard, ohe should think* 

Madrid, Museum, No. 772. The Virgin raises her veil The 
child is erect on her lap. An archangel with a book orouohos at 
the stop of the Madouna^s seat to the right B. Joseph sitting 
on the ground to Uio left, a ilne pyramidal composition in a land- 
scape, in the distance of which H* Blbsaboth loads the young Bap- 
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t.ist (wood, oil). Tlio monopfrain is nt S. JoHopli’n foot. Tliouf^h 
no lonjjfor trausparont in hIukIows nor soft in outUno, lKu*.an«o of 
had condition, this is still pjrand and plastic in tho masses, witli 
Homothinf!; in tho drawinf]^ and colour that tells rontormo was still 
in Del IrJarto’s attdior. Tho subject in this form seems tt> have 
been prined, '’J'hero is an injured school copy of it, (lone at om^ 
painting, and hard of colour, but with the monop^ram (wood, oil), in 
Dudley Ifouso. A second, likewise with tho monop^ram, not so old 
in appearance as that of Dudley Ifouso, but of a inoro milky traus- 
parouco, and by a clever imitator of Del Iriarto, is in the colhudion 
of JMr, llolford in London, a third, on canvass, of a lat(‘,r time, 
without sipiature, at luce, near Liverpotd (see postern). Ko. K7i. 
Virpu and (diild, all but life sisso (wood, oil), (piitin in Andrea's 
character, hut more oxajyp»*erated in forms and not <i!ut(i up to his 
level in power. A feeble copy of this is in tlje Dulwiidi (Lilhuy 
(postoa). No. 788. Virp^in, child, and H. Joseph (wooil, oil, under 
life fii/m), reduced from that of the Darherini (hillery in Rome (an Urn 
p, 670), at one painting perhaps by Halviatl. 'riuu’e is, W(» have 
said, a I’opotition of the subject at Madrid iu llui colhsctiou of the 
Marcpiis of Westmiusier (postea). No. Oil (wood, oil). Virgin, 
(diild, two cherubs to the left, and to the right, iu distamm 8. Drau^ 
CIS in oxtasy at an angel playing a iiddle. This seems takim by 
I'uligo from an original now belonging to the Marfpus <»f Hertford, 
in London, of which there is also an imitation at ijongford c.asth^ 
(postea). No. OHl, ItepeUiiou of No. Oil, also of the school. 

/V/W.V. Aoinnv*. No* dlH) (round, wood, oil). Holy Damily, with 
the monogram, and inscribed: ‘*Amlroa del 8arto DIoventino facie- 
bat.” The Virgin kneels in profile, behind her H. Joseph. Him 
holds the infant Hhrist wliilst 8. Kli/iaboth, in front of her, has 8. 
John in her arms. This is so completely repalutiol that one catiuoi 
judge of its original coudlUou. The egmpositiim, howevtu’, is remlnis* 
cent of h’ra nartolommeo. Hoe for replicas, not original, one iu 
(humi Hergei Hiroganoirs collection at 8. Detershurg, and another 
belonging to the Marl of Portarlington (postea, p. 687). No. 488. 
Holy Family (wood, oil, life size). The kneeling Virgin supporitng 
the infant (Jhrist who hndis at 8, Mliscabeth, k(M*ping hack the boy 
Itnptist, Tho latter points towards heaven. 'I'wo angels are Ixdiind 
tho Virgin, 'riiough, litu'c, the fullest power (»r Andrea dtd 8arit» 
is not exhihiiedy the panel seems to be the original of those at 
Viomia (No. .8, Koom, d. Ital. sch,, antea), at the (irosvenor Hal ■ 
Icry (Manptis of Westmlustcr, postea), and at Inco (postea). No, 
4i0. Annunciation, supposed to bo a part of the pnubdla, No. 
88, at the Flormnu^ Academy of Arts, and a copy from Andrea’s 
Annunciatilon at tlie Fittl, No. ioa. 

Mmh* Mrc* No, 6. Virgin and child, and 8. John 
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in the (Urttauco, by a very tamo imitator of Del Barto. No. 7. Bacri- 
iieo of Inaac, not in Antlroa’s inauuor. 

(h(*n, No. It. B. Sobafltian. No. 4. B. Bobaatian. Tlioao 

artv not only not fyenninc, bnt it is donbtful wbotlicr tlioy arc of the 
Florentine school. 

Nanqf, Mime, No. 1. Arched, wood, oil. The aup^cl and Tobit 
recalUnj? Andrea and Fra narlolomnujo, a careful thinjjf, perhaps by 
Bojjliaui. 

firuHitels, iMumm. No. bOB. Jupiter and Leda, a poor school- 
piece ( y ihiccbiacca). 

Peierfthnrff, Nermltafje, No. Hi t. Virp^iu atid (shild, B. Cathe- 
rine to the rijjfht, B. bUiKabeth with the younj^ B. John to the left 
(wood, oil, lij^urcH under liftv size), orij^uially at the Malmaison, and 
inscrilKuli “Andrea del Barto .Florentine faciid)at’b 'rlus is a re- 
plica of a Holy Family at Windsor castle. Its bloom has been re- 
moved by cleaning?, aiul the re.storation leaves doubts whether wo 
have to deal here with Andrea, or one of his scholars. No. tiO, 
Wood, oil, hut transferred to canvass, lUist of B. Barbara, life 
si/^e, reioutihed ( V Baeohiaeca). 

*V. Palerahuvif, donut Serf/ei Hlro(imto/}\ Round of tluj Holy Fa- 
mily. Copy of No. -IJi), at the Jjouvre; hut older in date than a 
second copy (No. 20) at the Uerinitafi^e. 

*V. Petem/mrt/, (hlleeiion of Vvineenn KiUse/iufw}/, Judith with tho 
head of lloloplmrues (wood, with a border added all round, oil), an 
imitation of Did Barto by Fuligo. Also in this collection, a llidy 
Family. Virgin and child between two angels, and the boy flap- 
tint with tlio cross to the left of the Virgin. This is mueli in tim 
stylo of the Judith, ami reminds of Xhiligo when he imitated Ka- 
phuel and Fra Bartolommeo, but it is much repainted, tho angel to 
tho left completely so. 

Copen/otffen. (itiUee^f of VhvMttnnborn, No. ih Canvass, Bortralt 
of a man in a blade cap looking at the spiudator over his loft 
shoulder, inueh injured and so completely renewed as to permit of 
no certainty as to whether it is by Del Barto or his pupils. 

London* Naimttil (falkrp* No, UUO. Idfe sliso portrait of a man, 
looking over his loft shoulder, a tablet in his hand; the monogram 
on the cool dark ground to the left, 'rhis is a very lino work 
touched with excessive ease and breadth. The warm lights are 
pleasantly tinged with rosy Hhades; tho mass of cluarosouro well 
ddimd. Tho right hand is- hardy sketched. No, 17. Holy Family 
without the vigour of Audroa^s own hand, and probably by one of 
his disciples^ wood, dl, wltlmut hrillianoy, and dimmod by old 
varuishos* 
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Condon. Mrn'fjtds* of Hertford. Virgin and child, three clieriihs to 
tho left, and S. Vrancis Hfitouing in oxtasy to the mufiic of an an- 
gel in the dintanoo, ■with tho monogram on tho ni>t)er left corner; 
honoath, an iuHcription hh followH: “Androa Del »Sarto Florontiiio fa- 
ciehat’’ (wood, oil, life sisso). Tina is one of A. del Snrto’n good 
productionfl, alightly injnrod by cleaning and retouching, ex. gr, in 
tho loft wrist of tho Virgin, and the shadows of her prohle. Hoe 
for copies. Madrid. No. 911 (antoa). Dongford castle (postoa). 

London. M(trquU of PVoslminsioi*. No. 178. Virgin^ child, and H, 
Joseph, not go.miinc, but feebly done after that of the (lalloria 
Narborini in Uomc; like No. 788 at Madrid (antoa). Portrait of 
tho countoss Mattei, not hyDol Sarto, hut reminiscent of Allori, or 
still hotter of Carlo Dolce (wood, oil). No. 88. B, John in the 
desert. No. 90. A child with an orb (both wood, oil) arc very dif- 
ferent from works of our master. No. 81. Holy Family, a late re- 
petition of No. 4188, at the Louvre (antoa). Hoc also Inoo (postea). 

London. Ijtafford House. No. 40. Wood, 'oil, life sixo. Virgin, 
child, and JJaptist, taken from an original of Del Harto, hy Bal- 
viati, Nanaccio, or some other disciple of that claH.s, inaHt<‘rly 
enough in handling, but of ruddy tone. 

London. Haring OoUe.etUm. Tho Virgin, soated with tho child on 
her lap, patting his chin. Uolow A. Del Sarto’s powers, pleasing 
and pruhtthly Ity Puligo (wood, oil, half life size)) injunul and res- 
torod. Soo for a replica, Alnwick (postca), and Hampton <U)urt. No, 
180. Portrait of a man (half length; wood, oil, life sise), V Piiligo 
or Pontormo. 

London. J/r. Furrev. Canvass, lif<i sisse. PioU, after that of 
Vienna (Pelvodere. Ital. Sch. Room 4. No. hy a followi^r of 
Del Sarto. 

London. Mrs. Jlntlev dohnsUme* Pietlv, Canvass, same hh that of 
Mr, Fnrrer, oaroful and pleasing, hut not done in tho mastitr’s style 
or accor<ttng to his habits. 

Pamkanifor. ff&at of tkrl (h%oper. Life size portrait of a matj In a cap, 
writing a hdter at a table, supposed, erronootisly we thhik, to be Del 
Barto hirnsolf. The letter is legible and runs so: Dicenhre. Mastro 

Domenico assai ml chamo sod to verso di voU a vimdo mostro 
propinquo ingouio per dlmostrarmi qual proprlo a . . • sono tanto moltu 
obligato 1528 nu Andr.” Tho person mentioned in those Unes Is perhaps 
Domenico Conti, the friend and pupil to whom Andrea be((uoathod all 
hU drawings (Vas, VIU. 295), whoso Ukenoss may he hero deplottel 
The features arc those of a man of 89, too young for Andrea in 
1528 (he was then aged thirty six), and besides, ntiUko his face as 
given in Vasari, and (dmerved elsowhcre* The painting U clearly 
Del Sartors, and finely touched. 
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Dortrait of a fetnalo at a table with a volume of Petrarch in her 
hand. On a huihlinpi' to the ripcht are thowordfii: ^‘Meliora latent”, 
and on the odjs^o of the table: “In dec, tu proBons nostro snccurre 
lahori”. This is called the “Laura”. It is a fine bright piece done 
with groat mastery in Del Sarto’s later years. The hands are long 
and of good brood, the nock delicate, the forehead fair, the eyes 
grey. Tho rosy half tiiitn are well fused into delicate shadows. 
The hair chestnut (wood, oil, life size). 

Portrait of a man in rustic dress, with his right hand in the 
bosom of his vest, smiling, a very line work in perfect preserva- 
tion, genuine and masterly, very hold in the handling, full of gaiety 
and trnns 2 >ar(mcc in tone. 

Dust of a man (round, wood, oil, life size), holding a sheet of 
paper in his right hand, pleasing, assigned to Del Sarto, but pro- 
hal)ly by IMdigo. 

Piece of a prodclla. Hceno from the life of Joseph, lie sits as 
a judge whilst Henjamin is brought hcft)re him. 'Pho brethren kneel 
or stand In front imploring. Nothing can he more animated than 
this comp<»sition, more energetic and lively than the attitudes, more 
perfect and airy than the colour. It is the quick and aide produc- 
tion of a pencil in the ftiU consciousness of its strength. 

Two other stories from the life of H, Joseph are hero: 1. The 
baker taken out to execution, and tlui butler with Joseph. 2. The 
sale of Joseph to Potiphar, Of these panels the colour is reddish 
and low. The drawing is mannered, the proportions arc faulty, and 
tho attitudes affected, All this points to Pontormo, 

Tunbridge tVelln //on, P, AMurnham, Oharxty, with two 

children at her breast, and one asleep at her feet (canvass, life 
siise). This stihjoct was done by Andrea for G, D, della Palla (Vas, 
VIII, 290), Here is a sbleld with two red lions on a yellow field, 
and above it a crown of five points (?more modern than the pic- 
ture). The executitm l» much below that of Andrea, the drawing 
is inc<irr«ct, the colour weak and washy. Tt is likely that a pupil 
worked this up from Del Barto’s original, possible that it had boon 
left tinfiniflhcd at his death, and was completed by another, 

ihmiUon Patnee^ mar Glmgow. Btatc Drawing Room. Half length, 
life sisse (wood, oil), of a Magdalen, idoi by Del Sarto, but more 
truly a slovenly thing by llacchUooa, 

IhlMlh Paiace, of the t)uk& of Pueclenelu Dispute of the 
Trinity, 8S. Oathcrine, Francis, and Dominick, Lawrence, Augtis- 
tin and Sebastian (canvass, life size), inscribed: “And. Bar. Flo. 
Fac.”, a diilgtnit copy, perhaps by Allorl, of Andrea’s picture at 
the Pittl, and of his signature (No. 172), 

Longford Omtle, Seat of X^ord Poikeatom* Holy Family, almost a 




<‘.oj)y (Vby VuIi|?o) of tluit of tlio Marquis of Uortford (mitoa p. 58-1), 
vory fooMcs (wood, life sisic), 

Alnwick, of* iha Duke of NortlmmhiwUind. Virjjin aud child, 

properly tuillcd Pontormo; a replica of Unit in the Ihiriujjf <jnllery, 

IVinditov Vmilc. Virjjfiu, ehiUl, aud infant llapliHi, wood, oil, liTo 
size (see antea Turin, and (postoa) Lord Yarhorouj^h. This semuH 
an old imitation, (V) hy Pulipjo. l^ortrait of a female, three quar- 
tiu’H to the ripfht, of olive tone, opaqtie, and dark in shadows, free- 
ly done hy Kanae.eio or Salviati. Virp^in, child, B. Llizahoth, and 
younp; ilaptist, and on the ripfht B. (Jathorine, inscrilnnl on tim 
wheel; “Andrea Del Barto hTorentiuo faeiehat'*. TWih is a compo- 
sition similar to that of the National (lallory (No. 17), with the 
addition of the B. Oatheriuo, and a replica of No. Si4, at the Her- 
mitage of B. Petersburg; a careful, hut tame imitation of Andrea, 
hy a oomparatlvoly mod(irn painter. 

London* Lord I"' arhoy^onfjh. Virgin, child, and young HapList 
(wood, oil, all hut life size), copy of that in Windsor castle, to 
whicdi it is inferior. 

Dulwich (hlkrtf* No. .'liJ7. Virgin and child, B. «loH(‘ph, B. Kliza- 
heth, and the boy Ba[)tist (wood, oil, lifo size). This looks like a 
rcjpetitiou by Balviati of No. 81, at the lUtti, B. iloseiih being ad(h‘d. 
The latter iigiire, at Dulwich, is of a dillVrent eUaracitu' from the 
rest of the picture, in niovemenl, drawing, and ftmiurim. The ctdour 
is oily and without brighluess. No, Virgin, cliihl, and Bap- 
tist (wood, oil, lifo size), a copy of No. M, at Madrid, with the 
Baptist addiul, imudi lower in the scale of art than th(» Holy Fa- 
mily, No. 827. 

London* ft* A, /LdfotnL Virgin, <diild, B, Josepb aud an an- 
g(d (wood, oil, life size), with the monogram, a school copy i»r No, 
772, at Madrid. Hen also Dudley Ibmse. 

Lfdfih VohvL Sir Miks^ Dari* Virgin aud chihl, of lu^avy 
shape, and dull yelh»wish colour, lull freely haw<Uod, similar to one 
at Btalfor<l UtMiHc in wlutdi a B.dohu accompanies iUc other figurcsi 
and l>y the same haml, i. «. Balviati or Hguazclla. 

London* /ion, (I i\ (UfccmUnh, B. John, exhibited at tln^ British 
institution in I8A0. Of the school. 

London* i/on. W* H*nrt*en Vmwn* No. 110, at ManchcHter. Holy 
Family, with B. Klizabcth, aud the small Baptist, copy from Andrea 
by a pupil 

London* Sir i/umj^hrey do Trafford* No. lit, at Maiudumtor, 
Holy Family^ Bchool plcuo. 
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//(tmplon CoHTln No. l;tO. Virfyiii arid child, Mike those of tlio 
Baring and Alnwick collections, and an old co)>y of the former, 

Duhlhu ISatlovul (htUvrif, The Virp^hi, with tlio dead body of 
(dirist on lier lap, btdwcon B. .Peter and a f<miale saint. Prcdclla 
in ihv(u> parts, not t<) bo assijynod with c<o’tainty to A. Ded Barto, 
bcinjjf inannered in drawing and form, and too vario|yfntcd in colotir. 
No. 10. Adoration of the Ma|?i (nmall, wood, oil), by some of the 
followers of Andrea. 

Duhliti, ICurl of I*orlurlhifjion. No. H, at the lnt(o*national Bxhi- 
bitiou. Holy Pamily. lionnd (since s<piarod). Wood, oil. Copy of 
No, Uh), at the hoiivre,M)y a modern. 
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— Montpclliur. 5H:;i. 

- Munich. 570. 580. 581. 

Nancy. 583. 

— NantuH. 503. 

— NapIcH. 509—70. 570. 

— X^analiangcr, 58't— 5. 

— PariH. 50‘2— 3. 570.' 580 - 52. 584. 
6B7. 

Dina. 513. 67‘2. 

— Poggio a (Jaiano, 545, 505—- 0. 
rommorttfoldou, 670, 

— Uorno. 675. 670. 581. 682. 584. 

— - Uovigo. 5B0. 

— S. Dotoraburg, 681-2. 580. 

— fciarzana. 676. 

— ychloinahcum. 681. 

— Bttittgart. 581. 

— Tunbridge Wclla. 585. 

— Turin. 580. 580. 

-- Vi(nma.'602. 604. 580. 581, 582. 
584. 

— WiiulHor (biHtlo. 580. 58,3. 580. 

— Mentioned, 3. 46. 4(J. 174. 230. 
335. 308. 373. 381. 300. 423. 426. 
420. 438. 443. 458. 405. 400. 402. 
501—2. 505 0. 512. 527. 530. 

Andnui del rnrovc/do. Montioiuul. 
172—3. 107. 201.403-0. 400.413. 
415. 434.441.485. 

Andrea delta iiohbla. 180. 540. 
Andrea di VmimfK Uin vvorhu at 
Klorcncc. 503, 545 • 0. 

Andrea di CredL 404. 

Andrea di Monte N. Savino, 180. 
Andrea di Nieetdb of Sienna, 370. 
Andrea Fimna, Hituntia. 270, 
Andrea of Milan, Mentioned. 400. 
Andrea Oreafjna, Mentioned. 18.100. 
Andrea fHaano, Meutioncul. 18. 
Andrea ranni, Metitiotied. 75. 
AnnhiavL H, M. dtd PtmMo Hogliani. 
515. 

AnfjtoleUo da (hddm. Mentioned. 

lU. 

AnUmello da Mem, M(5ntiouud. 174. 
105.201.224. 

AniontmHo of Home, 107. Ilinworkn 
attlanua. 107-- H. at (biHteluuovo 
uear kome. 108, at Uonus, lOB, 
Mentioned. 300. 

Antonio JHarili, Hiinnml 280, 


A\{Ve//AK), 

Antonio da Fabriano, 108. 

Antonio da S, ftatlo, 528. 

Antonio del Ceraluolo* 412. 

Antonio di Mereatello, 200. 

Antonio Fcderiifhi. M<uition(ul, 50. 
03. 301. 

Antonio Ornunmi, Sienna. 280. 
Antonio Petri di/iriomo. Mentioned. 
50. 

Antonio Pollaiuolo, Mentioned. 302. 
Antonio Vimrini, Het^ Yivariui, 
AjUonias of Home, 107. Jlia work at 
Kieti. 107. 

Af/iiila, S.Chiara. AInnuo. 130. 132. 
Areevia, S. Medardo. Signorelli. 
23. .30. 

Aveema, Spcdalo. Alunno. 182. 
Arezzo, Badia <lc’MonaeiNcri. Era 
Dartoloiumeo. 478. 

— Hadia S. X^Hore. Don Bart® della 
Oatta. 42, Decor i 40. 

— Oarnunc. Don Bart® della datta, 
42. 

— Oawa Albergotto. Signorelli. 30. 

— Ooinpagnia della Nun/data. 
Soggi. 40. ^ 

— (hnupaguia della W. Trinitk. 
Doeori. 44. Signorelli (L.) 31. 

— Oomune. Doii Bart® della (latta. 

37. 38. 42. 

— (Oonfraternifct\ <l’). Peeori, 
Soggi. 44. 

— . Duomo. Ihu’.ori. 48. Soggi, 48. 

• ■ Dutnno Vee.e.hio. Don Bart" della 
(latta. 42. 

•— &ladonna tlelle Biigrinn^ Soggi. 
40. 

-« Murate. Don Bart" <lella (Bitta. 
42. Soggi. 40. 

. Piove. Don Bart" della (latia, 

38. Peeori, 43. 48. 40. 

— S, AgoMtiuo. D<mBart"di‘Ila(iat 
ta. 42. peeori. 44. 40, Perugliio. 
171. Signorelli, 31. Soggi. 40. 

— SS. Anuunziata, Soggi. 47. 

-- S. Antonlca Peeori, 43. 

• H. Heiuuletto. H(>ggi* 40. 

-- B. Bernardo, Don Bart" tlella 
<latta. 38. 42. 

. H. Datarhui. Perugino. 171. Si- 
gnorelli, 31. 

-«-H. Domenico. Peeori, 48. Hoggl, 
48. 

— S, Dtmato. Don Bart" della Uat* 
ta, 42. 

. H.FrauecHiM), Peet^ri, Hlgnondll, 
32, Soggi. 44. 
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ATn-:>!fco, 


Airzzo, H. Uivohiiiu). tSiffiiorollu^iiT. 

■ - S. 3N‘<'.()n. 40, 

— S. Alnrp^ariUi. Tcu'ori, 40. Sipfno- 
rcHi. 31. 

-- S. M. <h‘,lhi Pic‘vc, Pooori. 4,3. 

— S. AI. Alnddaloiui, INjc.ori. 40. 

-- S. AUf.htjIii, Pocon. 4H. fcitjfjffjfi. 

48. 

— fcj. OrHiua. Don dcllu Gat- 
ta. 42. 

— 8. Pioro. Don Pari<‘ dtdla (^atta. 
,38. 4,3. Ptu’ori. 40, 

— H. Siurit.o. 27. 

— VcHcovado, Don Part" dolla 
(pitta. 37. 4 2. (Ptfi^lialmo da Alar* 
(dllat. 4.3. P<i(*<n’i, 4,3. 

Aristntite dtt S, Galta. 628—0. 552. 
Arana, S, Alaria. Pomardiuo Uani“ 
pilhis. ,3,33. 

— Era Pilippo, 310. 

Hpaj^iui 310. 

'• Viticaniso 'raaiaffui. 310. 
^•iHriftmAhumo. (Hfivanni di Paolo, 
54. 8t, Alatfcuo di (to>vaimi. 83. 
Htofauo <li (Povanni (SaHHUtta). 
74. 75. 70. 

• - 8. AfjOHtino. UariolL 53. 

51. 55. Piotr«> di (riovamu. 77. 

- 8. 8(d>aHtian (Horfi^o di APjntal- 
ladi), lltiav(%nutiK 72.373. Fmigai. 
3734 

AnrolL (JnHn()<loardi, HI|fn<u’cdIi,20. 
Amni. Arch of H. Autoaio. Iuj^;cjiC-' 
noV 343. 

— - Church alia Uocclucluola. Hpa- 

^tia. 324. 

^ Ch»inimj(niu <li H. Crlnpiuo, Aluu" 
nta 127. 

« ' Oouvcutdclia Alautultuccio. In* 
jiCCfi^no, 103. 
ihiomo. Alaimo, t28. 

^ - (Near) H. Domenico, 'I'ihcrlo.343. 

— H. Andrea, luffofifno, 103 y 342. 

V. H.Antonlo(arcUof) luj^c^no. 103. 

— * HH. Antonio o 3ttcoi)o, Mafctoo 
da (Pialdo, 110- Ott*^ Neill. 02. 
l*ictro Antonio. 124* Pintnrlc’ 
chioV 250. 

— 8. Catarina. 8co 88. Antonio o 
.lacopo. 

• 8. Crlgpluo. Aluuuo. Pi7, 

8. Damlano. KuHtddo. 340. 

8* Fmucoaco, Alunuo. 127# 128. 
Buffalmacco* 10 1. Dono Doni. 
10$, UU* Kimono Mar- 

tini. 343* Hpajcna. 317* 18. Tlho 
rlo. 344. 


A mat 8. (Hovauui (gate of) In- 
gofa^uo. 103, 

— 8. Cregorio. Alunuo, 134. 

— 8. Lorou/ioal Monte (ox church). 
Aluuuo. 133, 

— 8. Al. degU Angtdi, Alunno, 127. 
Eusehio, 341. Ingugno. 102. JN‘' 
rughio. 231. Kpagna. 310. 317. 
318. Tiherio. ,341. ,343. 

— Torre d’ Andrea, l^uturiccliio. 
207. 

Antun, Catliedral. Era Partoloiu- 
inco. 452, 

B* 

/iacvkuwoa. HiBworlcH? atPrusHolH. 
583. Plorcuco. 578. Ilainiltou 
Palace near (Pangow. 585. 8. 
PeterHhtirg. 583. — Mentioned. 
517. 500. 

fittrHo lifintiinrUL Mentioned. 400. 
528. 544, 554 , 

Harm r/’ A/fnoio, Mentioned. 222* 
435. 528. 500. 

Havrio di Montrlupo* Aftmtioned* 
440. 528. 

Hardo HonkUU Rome.. 257, 
HaUltmnrr PermzL 8eo PeruKJii, 
Haldmdmdti (A*). Hoe AIohko* 
liarL 8. Agtmtlut). Contile da Ij'^a* 
hriano. 107. 

liarna. Meutionod. 05. 71* 

Haviuh di Fmlt Meutionod. 75. 
Hnrtidomvm OapomlL 8(»o Oaj|K)>- 
rall. 

fiarlolamnm di Damd, IHb workn 
at Hienna. 377, 

liuHolmnmradl Tomr/mo of t^digno. 
115*110.121. Hik works at Eo* 
lign<». 121. 122-3. 120-7, 
//r4AvnVi'( Marco). Ilia work at Koine, 
240. 

thmlimuHlaH, Hallo, Meutionod. 1,30* 
HatlUita da lfaldfmi$re* 130* 

Hazzi ((Hovamii Antonio), Mention*' 
ed. 11* 14* 15. 24. 27. 73* 233-4, 
301* 373, 379. 381—2.384-5.387. 
301—2, 396—6. 491. 

HervafamU Aloutloned, 330. 377. 

381—2. 302. 401. 402. 

HitlmviK NearKlenna. PeruJSKl, 400, 
HAlini (the). Mentioned, 201* 224, 
IhUinl (Jacopo). 09, 100. 
fhtllraf^o. Mentioned. 400* 

Hemd Mtmiloned, 185. 
HemdHto HonfipU, Hoc iionllgU* 
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livnfikUo (Hatifanini. 4112. 

Henv.ilvtto da Mahno, 

mi 12H. 

iiemnio OotinlL Munti(Hi(Ml.55. 107. 
U5 .4(1. no 20. 122 -a. 123- 
6. 129. lao. 134. 137. l:m. 148. 153. 
100, 107. 204. 291. 359. 303. 447. 
Bemcnnin d( (HovannL Uin Nvorkw 
nt Ahcuiuo, 72. Ilorj^o H. ISopol- 
crt). 72, Huouttouvonto. 71. Co- 
logne, 73. 8umua. 70— >3. Vol- 
term. 70. — MontionccL 82. 373, 
MuHoiun, Andrea del fcJarto. 
55B. 575. 581. Alunno, 134. tOO. 
licrtucci (d.U.)* ‘^98, 354. llotfcl- 
tiolll. 537. Bugiardiui. 494—6, 
499. CotignolaV 581, Orodl. 413, 
I)om, Bartoli.67, t^iorcusao dlLo- 
rensso. 158. 264, Fra Bartolom- 
mco.470, 474—5. Franciia Bigio. 
509. 512. Contilo da Fabriano. 
99. 106-7. (Burlandaio (B.)519. 
536. 538. (Biirlandaio (David). 
519, 530—8. Ghirlandaio (Dorn.) 
519. 530. 530. Ghirlandaio. (R.) 
525. <jrauao«i.48a, 530. 5.H8. Do- 
dovico AngoU. 100. Mariotto Al- 
boranolU.475. 488 ' 9. 538. Mat- 
i«o di (ijlovauwi. 80. ForiiglnoV 
254. l^omsi/i. 401. I'ioro di Oo- 
Huno, 425, IMnliiu’itjc.Uio. 297 - 8. 
354, Rall'aoHino (ltd <0irbo. 417, 
({apluud. 252. 255. 301. 311. Ham^ 
dlFititro,79. SobaHtian <Udl‘iom- 
bo. 509. HiguorolU (D.). 15, Hog- 
Hani. 618. Hpagna. 252. 304—0. 
309, Htofauo dlCUo (SaHHotta). 70. 
Huor FUutilla NolHY 4H3, Tibo- 
rio tr AttHtHi V 254. Vivariui (A.) 99. 
/hrnartlino ('ampUins,' 324, HIh 
worltH at Arono. 333. at Botfcona. 

332, at FoUgno. 333. at H^oloto, 

333. 

/Urnanltno dd Higmracdo, IUh 
workH at IdHtola, 478. 

/hrmrdino FnngaL Ht^o It'utigai. 
Jinnardino of Pmfuia, 250. Hin 
workH at I^a UaHtln, in Loudon, 
FariH, Fonigla. H. Hovorlno, 
299. 

/hrnnrdino NannL tllH workn at 
Gubblo, 94. 

fhvnnrdlno IHfiiuHvddo, Hoo Plti’ 
fcurioohlo. 

iUrmrdo (ihaliaxth I HO. 
ihrnurdo ItomdtbuK M on litnuMl, 59. 
Hvnngmit, Montlouod. 544. 


tunujo, 

Hvrio di OhiutnnL 339. Hin workw 
at Montolnco. 347, Forngia. 317. 
NajdcH, 348, Hiookbolm. 347. 
305. 

Hertoldo, MtMitioiKMl, 429. 
iUn*UtodiS\, B. of FaiOiiaa, the older). 
lliH workH atlkirlin,35l, Faonza. 
352, 353 — 4. Forl\, in Ijondou. 
364—5. Kotne. .353 - *4, 

Bctlomu CoUogiata. Hpagna. 323. 
H. Antonio. Jac. Hioulo, 332. 

— H. Francosco. Alfaui (D.) 300. 
rorugino. 235—0,240. 

— H. Bimono, Pinturicohio? 207. 
Spagua, 297. 324. TU)orio. 324. 
344. . 

Bibhiano, H. M* del BaHso, Fra 
raolino. 482, 

Boaieri, Hampton Cotirt. 251, 
Bomwdoa, Work at Vmiico. 260, 
BoocalL Hoe (riovauni. 

Bologna. Frcolani col. Bortuc,ci. 

354. Hpagna. 35-1. 

-- Gal. Zambuccari. Bugiardini. 
496. 

— Badri Filippini. Bugiardiui, 490. 

— Balazzo Alborgnli. BoruyiKi.,397. 

— Balaziso BontivogUo. l^oruK/d* 
39B. 

— Binac.otoca. Alutino. 133, Hu- 
giardiui. 492. 495, 499. Borugi- 
no. 249 *50. Boutornio. 402. Vi 
Hino, 492. 

- H. Martino Maggiorc. (Itmta 
(Lor'0» 250. INu’ugiuoV 250. 

— B. Micludo in Bohoo. Onofrio 
da Fabriano, 109. 

-'-H.Ti*otrouio (i.dtdlalJuortda.OH - 
9. Buru/.rJ. 397. 398. 

Bonpgii (Bontwhdio), 138. Hin 
workH at Coroiano, 145. Dlruta. 

147. Berugla. 138 9, 140. 141 

.^4. 145 7. 149. too. Uoum. 
149, — MtmiioiKul. 1. 50. 71. 150 
-2. 171, 170, 257. 260, 270. 270. 
300. 

Bom Fervavvnn, Montionod, U7. 
Bofdmum, Munoum. Borugino. 263, 
Borgo B, Bnpolcro, Compagnla <{i 
H. Antonio Abato. HignoroLll, 28. 
. Don Bart« cUdU (latta, 43. 
FrauoftHno <U CUttk dl Caakdlo. 
379, (Torino cla Bimkda, 379. Mat* 
too dlUlo.83. Bacc.Ula. 379, Ban- 
(diiarofcfci. 379, Borugino, 240, 
i*ior(^ dcUa FrancoHca. 4* 379. 




fSijii;uon*lU 4. Stiifiiuo 
(SaHHi‘tt.a). 70. 

Hovfjo *S*. Sr/fol<‘ro, 0<nnpafj;nia <li W. 
Antonio alnitn. Siji^nornlli. 128, 

- Dnojuo. I^•,^U‘^in(). iiOti, 

- FontoHocini. 4a PiKtoia. 

nr>()- 

■ • Pi<^vu. (J(inno <la PiMtoia. It50. 

- >S, AgoMtino. (-rorino 4a I’intoia, 
WX 

- H. (Tiovanni Kvan^nliHtn, J)o- 
inoni<*o nari<41. 55—0, 

- - vS. M, 4(4 Svn’vi. Honvi'iiut-o. 7ii; 

P. 4<41a KninccHc.n. 72, 

- - Via 4i Mozzo, talainuu'ln. Do- 

nnnitco Itartoli. 50. 
lititUvvltU Mentioned, 410. 

Jioxcood, P(n*nt^iuo, 252. 
liramante ((iHIrbino). Mt'uiioiUMl. 

24. 182. 000. 450, 

/ivamnnU*^ ((»14). Rome. 0H7— H. 
Jivm'itu (Inllcria-^roHi. Fra Hnrto 
loinnu'.o. 474. 510. So^IiaiiiV 474. 
510. (l(*ntilt‘. 4a Fahriaiio. OH. 
iivvavUadHi (of Shnnia) Piumi 
iu4H, 

iivktol HirW. MiloHorijoij;fli(^mrt. 
See L(4iffh (Nmrti. 

Ifrnmbin, M(‘ntioue4. 471. fdU" *2.’ 
570. 

/fnairllvftvhi, Moutioiunl. 51. lol .005. 
/ivmmdvk, (iallnry. A. <U4 HnrtnV 
5H1. 

Hrimcla. Mohoiiiu, A. 4t4 Hart(»V 
5H3. HaiH'lilfUH'-aVOHO. Mariano (In 
PimcinV 584. MarloUoV 510. Po , 
ru^inoV 255. HokIIhuI. 510. 504. 
/hi/fuimavvo, Mentlontol, 101. i 
(Ululinuo). Ili« workaat l 
Pnrlln. 40t-5. 400. Uolo^nn. ! 
.402/404--0. 400. in | 

470, Plorenen. 471-2* 408-5.' 
407 DtOpasi^r. 404—6. Dtm- 
(ttm. 400. Lutma. 400. Mantua. 
40H. ParlnVW. Uomn. 471.404. 
400. 570, H,Fnt«r«lnirg. m 400. 
Turin* 408. Vienna. 408. M«u 


(bifjU. MicooJo JloUlx^ratorc y 
(\imhrid(j(\ ArtOidciacon ITorc!, 
Manni. 03,5. KapIianlV ;i.35. 

— Pitzwilliani Muhouiu. Manni. 
3,35. Mariotto Allnsrtiiudli. 487. 
Uai)ha(4y ,335. 

('amvrino. 8. Frauc(iHco. Moccati. 
114. 

(Uanpufitt. (lallory. 8oo Ponvro. 
Oampma (Marc.lu^so). A. <1(4 Sarto. 
550. 

("nmpmm (near KSitiuna). l*intnne- 
duo. 202, 

iUtmpfijlia (l^(hvia (near Sicnina). 

Pacduarotti. ,378. 

(Uimpilius. 8oi^ IJoimardino, 
(Utmpviano (near Aroi^J^o). Don 
Bart’* 4(41a (latta. 38, P(snorl.40, 
('antUino, P(‘,ruj(in(). 247. 

(■itpmnut^ of Mi(nma. Montiono4.4H, 
C/iporfdi (BartiP), Jlin worlcH at 
OuHtif^liono 4ol Ijaf^o. .350. Na- 
plimy 350, Poruj^iaV 150,350. Ita- 
vouim. 1 00? 350. - - M(Miti<»mi4. 
lot. 100. 210.334. .303—4. 
i'etptirttH ((liainhattiHta), HIh workw 
at CHUA 4i tlaHtcdloV ,301. at 
Portima, .302. at Monlolium, .302, 

I near PanicaloV 301. at P(ini}?ia, 

I 302. at Homo? 300— 1. at Villa 
PaHHurini imar Oortona, 301. -- 
; Mmitkmcnl. 24. 32. .13. 233, 301? 

I 300. 

I dttpHit* llunmo. AntimiauHo, 107— 8* 
CarHvvi, Mantinnod, 27. 

(Utvh (hive ? 584. 

CaHxru/tv, MuHaum, Aluuno. 134. 
(Iradi. 401>* PlnrenKta lOo, Fm 
BartidimnnnoV 400, lnga|ifnt>. 105. 
Mariotto AlbnrtimdH. 400. 
(Umduit (ivnvL Mnntlonnd. 180. 
CarrUtK Mtmtiouod. 333. 

OnrpL Ouomo. F«ru»r*i. 393. 

-- 8. NlatioU). Pt^russrd. 803, 
Cmentim* (Oovoni family diaped). 
A. del Harto, 558. 


tinned. 4H7. 500 -4. 531. 530, i Cano, H.l-rlHtiim. Hpaj^im? 327. 

BH. Ploro n PauUn j - B. M. tin 11 n Oraalo. Bpai^na. 320 
Bailvewutt>.7i. 8anodUMelrn.70 ! — '7. 


— (Clmrtdt of) Fiutffal. 370. ■ (ucarHlnnua), racchiarottl. 

Catlmrlral, (Irodi? 107. ! 377, 

' dmM (tigomu (noar Pnruf^la). A1 
a ! (D.) 370. 

: OttHieltn (villa near FlnronttaV Sltf • 
fV/srn. Mnaottw. Andrea del Harto. ■ nnrnUl. 0. 

5H8. Peruj^nn, 217—18. 252. 325. nmiigtitme fhl Oaporali (B*) 


VOD. m. 
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Onpomli ((J. ,Ii.)' 
Poni^ino. *247. 

('miigUona Fiorentino, dol 

Wacranumto* Siguortilli, "28. 

— Oollogiata. OihmU. 4r2. <j}iov‘ 
(U X^aolo. 80. 

• «- ti. J^^rancoHco, Don Bart’> dcilla 
(Jatta. 41. 

— 8. (Uuliau(>. I)(ni liart‘> doUn 
(^attn. 40 "1. 

Caatlv I/ownrd. Alfaui (D.) 008 . Ooh 
ta (L.)V 4Bi)-"00. J<''ra Uartolom- 
m«o.480 00. Krancia (I^). 480 
— 90. JVtariotto AUxirtiiudli. 480 
— 00. PoritH) (ltd VajjaV 008, Ka- 
phaolV 489—00. 

Cazziwla Ohil). m. 

OGccharcllL Moutionod. 71. 
(krqucMh Ponigino. 170. 

CeaarUiiUK Mcutitmt'd, ,000. 

Vest (near Porngia), (Oiurch (d‘: 

Vapactdlo. 0"2, 0(>‘2. 

VhioHaroln. Haiapton (lour!;. ‘251. 
OhimU Duoiuo. I^'ungai. 070. 
OhiuHuri* M<)Ut(! Olivtdo. \Uv/M> M 
— 15. Uiccio. 15. Hignomlli (L.), 
U. 16. 

(Hno di ii(iv(olo, 68—0, 

Oltii) della IHeve, (jouipagtiia did In 
Stella. Varughu). ‘207. ‘240. 

— I dad pi ilia ti. IN'nigiuo. ‘2'20— 7. 

201. 

Duoino. A I raid (D.). 000, 

— H. AgoHiino. Ponigino, ‘207. 

' - )S. Antonio. Ponighio, ‘200. 

— S, FrancoHco, Aliani (I)). .000. 

S. (lorvaHlo. l*ornglno. 200, 

CU(d di (UtHielh, (Inpnrall ((J. B.). 

001. Jolianin^rt Baptlnta. 001. 

» « Dnomo. FrancoHtst) dl (JlUfi di 
(1aHt(dl(). 040, Piiitnrictddo. ‘200. 

— B, AgoHtiuo. Hlgnortdli, 00. 
*«B.(.*ecdIIa, (Iranactd.OOO— 0. Pin- 

to tic I la FranoowcaV 506—0. Hi- 
gnondll, *2B. 

B, Domouino. FraucnNnn dldU- 
tit (U Cantnllo* 048- -D, BIgnorelU 
(I.. . U, 

— B.Xdordn. (ilhirlaudaio(U.).500. 

' • B. FraucoHnn. BlgnornlU (I^J. 

U. ‘29. 0‘2. 

- B. Uirolium) al Btmduarlo. Join 
Baptlnta. 00. 

— rinnollato. PhituHcdiln. 
00V290. Blguornlll (F.). 00. HI- 
gtiorollPM HclioolV ‘290. 

- Blgnnr Mamdnl. FraucoHco di 


Oittfi di (Oirtitdjo. 0*19, Uapluud 
di (Jittii di (^aHttdln. ‘29. Bignor** 
oWi (L.) 5. 10. ‘25—0. ‘29. .0*19. 

(Ulld di (UtaleHo, Bptulaln. (linitilo 
da Fahrianor* 105. 

— 'Putti Sauti. FrautuiHc.o didittii 
di (Jasttdlo. 049. 

(Uemenie del YVav.sv;. 180. 

CoeehL Boo Poniptn). 

(hla deW Am(itrh't\ Montionod. 00‘2 
- 0. 057. 

(hlle di rahUdm, Uliirlandaio (It.). 
500. 

Ilokq/ne. }tn.mlM>ux. Alumio. 1‘27, 
Benvenuto. 70 *'4. l)om*» Bavtoli. 
57, FranctiHco diCriorgio.OB, Gio- 
vanni di Paolo. 80. (hiidoccio, 
80. ,Lovon/.odi Pietro. 05. Nerroc- 
do. 09. Bau(> di Pietro. 79. Btefa- 
no di Giovanni (BawHotta). 75. 

(hnlwni Court, (dnitilt^ da Fabria- 
no. 107. 

(*opeuluf,(/eu. Gallery ol’ Gliristiann- 
borg, A, (ltd BarioV 580. 

Girnv'iV///o. Glmrtdi of; Bonligli, 145, 
Manni. 009, P(‘nigiuo. ‘240. 009. 

— B.FraneoHeo. Bonligli. Fioreii/.o, 

• 100 . 

y'orrepf/io, M(‘utiomul, ‘27, 090, 475. 
559. 572. 

(^'Oruellus\ Mend-ioned. 041. 

Corlotw, (dd(^Ha (l<d Gi‘.m'i. Bignor- 
(dli (F.). 0,0. Bignortdli (B.). 28. 

— (linnpaguia dl G(*.s5, Bignoridli 
(B.). ‘25. 20. 

i’ompagnia B, NincobO. Hignor- 
tdli (GO* ^27. 

Duomo. A, (ltd Barto, 578, Bl- 
gnornlli (F.). 00. BIgnornlU (L.). 
20. ‘28. 

— Pala«/.o dtd (Unmme. Bignortdll 
(F.). 00, 

— H, Donienieo, Gon Bart*’ della 
Gatin. 4*2, Biguortdli (G.). 25—0, 
Btefano dlGiov,(BaKnetta).74— 5. 

— Bta. Mnrghedta, Blgiiondli (G,)* 

22 . 

*- Bta. M. dtd (biUdnaio. (iapornll 
((G B,). 002, FmneeKno dl Gior- 
gio, 10. OH, Papactdlo. 02; 00*2. 
Hlgnorelli (A.). 00, Hlgnornlll 
(L.). 10. 

— B. TrlultA, Don Bart*’ della Gat- 
ta. Oil, 42* Bignortdll (F.). 00, 42, 
BlgnordU (li.). 29. 

• Blguor Agtmtlni» (laHUdlnni* Bi- 
gnortdll (G,). 28, 
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('orlona, 

— Sij^uor hiK^.n 'romniasi* 

(‘lU (L.). :i8. • 

— rnHsoriui. Kra Biirtctloui 
nuu>. m. 475. 

VoHcov;ul(». Sijjfuontlli 4 li.). iJil. 

— Villii.PnHsc.vnii. (tapornli ((i. 
li.). 5*2. 501— “2. PapactOIo. 52. 

CuHimo /ios'sHli, Ahuitioiu'd. ?l. 180. 
204-, 421. 427-51. 4;M. *112. 4M. 
485. 521-5.557. 

Monti<m<Hl. 554, and non 
Zai^aindii. 

CnizatrllL Mnutioiunl, 51. himI H(‘(‘ 
(0u(l<»c.(*io. 

(Wmonff, A^oHtino. l*oruji;^iuo. 
11)4. 

f'rwfiifi ((Ou’lo). M(‘ntu»n«nl.7t.l07. 
108. 115, 114. 150 - 1. 200. 500. 
501. 557. 

('roufwi* Mtoitiound. 455. 

('utifiliumi* Kra lOudinn, 482. 

r>. 

lUmiel (ht roUvmt, U-oiuc 
Hina. 581). -- Mt^ntOmnd. 27. 
Palkoft/i Pahuu) (DnUn of Biic 
<d(*u«Ii). Mlorly 585, A. dnl Har* 
to? 585. 

M Pncchitu Hoc Pacchla. 

Hti Surlo* Hon Andrea. 

Hne Don Barlolumnnun 
f)eUa QurrrUu Briaino, IHk workn 
at Hionnn, and VoUorrn, 58—0. 
Hon (iluinoniu. 

fhmMn daSt^illf/funw, Meniionod. 

457* 

hhuebh of AHHini. 544. 

B, Anna. Hpafcna. 524. 

— H, Antonio Abatn. A Ifani ( I ).),500. 
Alnnno. 127. UH, BonflKll. 147, 

*'• H, FranooHoo, Alutmo. 120—7. 
FlorouKo. 150. 157* 

— H. Jacopo Util Borgu. Hnc H, 

Anna* i 

Dmenteo AlfanL Hoe (Alfani). j 
fUmmi(^0 CuntL Mmitiomnl. 584. , 
/hmttnko /iartoti 50, rilH worka at 
AltmiburK. 57. at AHtuano. 55. | 
BdfUn. 57. Bor^o H. Hcnolcm. 
55—0. (lolottun. 57. Fdinhurfch, 
lb. Floramin, 57. Frankfort. 57. j 
Fcruifia. 54-5. Hicnrta. 52 ■' 5. ! 
5<1-£ -- Mtmtlonod. 50. tK). 05. ] 
74. 70, 81. 108. 115. 121. l Uh 145. i 


I-'AHUIANO. 


/)om(>}ii(‘o di (\*vvu fUddi. Hih works 
at (Bd))do. 1)4. 

Ihmemvu Pecori. .Seo l^njori. 
Domtnwii ronrJitno. Mnntioncd. 
158-1). 114. 

Don JDtvlohwmeo doHa (Ddla, His 
miniatnro.M. 50. 57. lll.s wovk.s at 
Aroz^o. 57. 58. 41. 4;) 5, Borgo 
H. H<)i>olcro.4.‘J. (bistij^liono Fio- 
r(mt.ino.40— l.(lortona.42. AFonto 
H. Havino, 42. Rome. 51). .587. — 
Mentioned. 55. 45. 47. 

DomtlvUo, Meutioiuul. .51, lOl. 221. 
412. 

l> 0 )m Doni. IUh wtndc atAHHisi. 105, 
Mentioned. 502, 

/)/‘m/^»7^.MnHenm. A. delHart<».577. 
581. (h'odiV 415. Franein Bif^io. 
502. 512. M(jlanzioy 254. INmmi- 
f^ino? 25I-. Plutiiriechio. 207. 
h‘aiVa(dliuo d(d (Birbo. 418, Rn- 
pliacd. 458. Sano <li Pietro, 70, 
H‘ijjfnor(dli (L.). 0. 7. 

Dtddin, National (lallery. A. del 
Sarto? 580. Pinai/.j^i? 401. 

Dnreto, Mentioned. 01, 

Didiviv/i, (^alhu’y. A.delSarjo, 570, 
'582. y 580. Peruj^dno? 252. Ra- 
phnol. 252. Hnlvinli? 580. 
/*)//m‘(A.).M(»ati(mo(1.512.500.r>7.*k 

E, 

/•uHnim'f//u National (^alIftry. A. del 
(laHtairno? 57. Doin. Bartoli, 57. 

Madonna d(dle Drasilt*. Or- 
lando ? 520, I^intnrieeluo? 520. 
Hpajjfnn. 520. 

— H. Oiovnnui. Hpap:im. 520—1. 
Dfdilftnd. Boial Wtuiloek, Fra Bar- 
tolommeo? 470. 

KrenU' Omndi Mtiutioncd. 10. 
ICrvofe SeccadimtrL MontloiUHl , 508. 
Hfmhio dt (mrukh 550. His 
worlcH at AHHiHi. 540—1. Matel* 
Bea. 541. Orvleto. 51U- -1. Fe- 
rufcia* 540—1. Sienna. ,550-40. 
Mentioned. 105. 24 1- 5. 550. 557. 

F. 

Fnbnanth Dana Buf(»rtt. (>t^utUt^ da 
Fabriano, 100, 

■ Fornari collerttton, Antonio da 
Fabriano, lOH. 

— Cana Morlclil, Antonio da FabrU- 
no, lOH. (1 entile da Fabrinno, 100. 

88 * 
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hthvUmo, S. Doiuijuico. Aniouio tbi 
Fnbriauo. 101). 

- H. NiticioltV (^olJlt^o tljiFnbmuo. 
100 . 

Hi^nor UoHoi. (ioutllo <la 
briauo, 97 — 8. 

b'acjixiu Municipal (Jallory, Hor- 
tiUHii. 060—4. Marly art of Ma- 
oni'^a. OOii ' -3. KoHtihi. ^617. 

— Manssolinl Bortucci, 364. Pin- 
turiooliio, 361. 

— Micholliuo. BortiicoiV 363. 

^Sorvi. Marly art. Bcrtucci. 

363. 

FaniK S. M. Nuova. Pcni|!^mo,207. 
!244. 

Farentilto^ Churcli of: Jac. Sicnlo. 

m. ^ 

— l^otro. Uaphaol.304. tipng^na. 
304-6. 309. m. 

— S, Btcfimo. Bpaf^naV 320. Ta* 
nmgni. 320. 

b'nmo, Oav. Vinci. Oirolaino di 
Oio. Iloccati. 117. 

' 8ij?n. Dominioi. FrancoHco <Ii 
(Icntilc. 107. 

Ferrara, Bohifanohi, paintiutf.14'1. 
150. 162. 

Flosaltu H. Doinonicua Orudl. 41 1. 
Fra Paoliuo. 4H0, I’cru^dju), IHl. 
101, Hauto di Tito. 51(>. Hojjjliani. 
516. 

. H. Franc.oHco. Pi(*ro di ()<miiuo 
'126. 

FiffHne (lusar) H.P intro al T«rr«n<». 
Kra JlartoIoninutoV 422. 431. 
<lhirlandait»(U.) V422. (irauatudV 
422.537, Piorodi (JomIiiio. 422.431. 
Fi/ippino UppU Mcntioiiod, 20. 40. 
100. 107. m. 180. 187.201.222, 
220. 247. 413. 415 10. 417.410. 
421, 429, 434. 441. 492. 534. 637. 
Fmrrnto til Larvaia, IHrtworkH at 
AHHiHl? 103. Hcrlln. 15H. (IhHh- 
ruhn. 160. nirufca. 150. IJvnr- 
pnoU 100. Madrid, 101, Pnrujfla. 
I17-H, 150-5. 157 8. 160. Ua- 
ytmwtt. 100.— Muntlontid. L 130. 
147. 171. 176.210. 265—6. 272 - 
3. 276. 834, 339. 342. 350, 
Fhrmre, Academy nf Arta. A. <loI 
Harto. 500. 575. 582. (Iwjdl. 407. 
410,412.513. PoHchl (B.). 516. 
Fra UartoluttUttca. 433. 442—5. 
463. 479, 481, 480. 562. Fra 
liim. 453, 472. 479, 481—2, Uhir' 
Irtudalc/ (It*), 532, (Imuaccl, 587. 


FI.OIIMNCK. 

530 — 40. ManoLto AlOurtiuclIi. 
487' — 8. Mu* hole dt RidoK’o. 481. 
5,32. Pacc-hiaroiM. 378. PnntfrimK 
103^ 1. 200. 200. 215. 218. 221. 
308. 445. Uall'.'udliuu d<d (larbo. 

419. Sigfunrclli. 20. Bo^IianiV 
472. Wtior Plautilla NclU. 48,3. 

/'Yo'rc«c<?.An|^oU.(HiirIaudai(>(I )av.). 

620. (ihirlaudaio (U.), 53 1. 

■— Badia. Fra Bartolommo'o. 400. 
445, I'^crugino. 255. 

— B<n’f?o B. Friann. OUirlaiidaio 
(U,). 533. 

— Burial of (Huliano d(P Medici, 
Audroa dtd Karto. 501. 

— .Burial of Lorouiio did Mcdici 
(1519), (Ihirlaudaio (li.). 520, 

— Oalza. B. (Uovanniuo. 

— (Janto alia (Juc.ulia. (Ihirlaudaio 
(H.). 531. liairacdlino dtd (Oirbo. 

420 . 

*— Oarmhio. Domcuic.o Bartoli, 57, 

— (hiHa (Japponi, A. del Barto.l5r>, 
159. Fra Bartolouinuio. 477, Po- 
ruKino. 255. 

— Oana ( hacclii. Fraiic.ia Bi^io, 512, 

— UaHa (Buidi. Porugitua 255. 

— dana Ottaviaui, (‘redi. 414, 

— { hina Pa«Hori»iL ( 1 hirlanda i< ► ( It. ). 
533. 

— (.hiMa UicaHoli (A.). (Jredi. 414. 
•— (Jana U,ttccllai. (B'.'ina<‘t',i.53H 9, 
• •• (laua Balviali. P<'rn^itu», 255, 

(hiHa Toloanu, (h’odi. 414, 

(hwa Vt'Mpucci ((B(u). Piero di 
<h>Himo, 425. 

— (tionr), (’uHtcI Franco di Si)ito. 
Hpaji^ua, 32H. 

- (Jerttma, (Ihirlaudaio (It ), 5»t3. 
Mariotlof AlhcrtincllL 486. 

• (diriKtcninj.f of Francesco do* 

Modiei (1541), (Bdrlandalo (It,), 
531. 

-- thimpa^cnia dtd Bnfcliilanl, (Biir- 
landnlo (U.). 530. 

- (.hnnimfi^nla do’ Ntu'i. (Bdrlau" 
divio (It.;. 533, 

- Fomtm^nla dl B. BchuHtimio. 
Vmli 414, 

» (Jompnjfnla dl H. ^Sanolil, (Ihir* 
lamlato(U,).526 - <7, MariottoAl- 
herUttcUh 487 -H, 527. 

• OouHervatttrlodl Uipoludldrlan 
dnlo Hi,}, 523. 532, 

Duen OorHlui, A.dd BartoV 573, 
ItUKinrdlnl, 493, MnrUno da 
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f>U). Alariotfco Alhorti 
u<‘ni. 4i), So}^Ii;uu. 510. 

Florcmu*, Kutry oT (Jhnrlt‘H tin* V‘*' 
(1550). (Iliirlaudaio (U.). 551. 
(li liidoU'o 551. 

‘ <«all(‘rin Clniori. A. d(d BnrtoV 
570. Sii^nondli, 7, 

' (Inllorin l^iauciaticbi, A.dolSar 
toy 579. l{u),niir<liiiiy .175. Kr« 
I^artoloiuinoo 475. 551. Mariano 
(la PoHt'iaV 475.554, i’i(*ro di (^)“ 
sinuK 4'JI. 

(JalltM'ia Loinljardi, Pi(‘ro di (lo 
Hiino. 454. Piuturiccliio. ‘290. 
SUd’ano di(Jio.(»SaHH(‘.t.t.a). 70. Hi' 
^uortdli. 50. 

(lallt^ria 'rorrififiani, (<hii*Iaiidaio 
(U.),552. Mariano daPcH(*ia.554. 
Micdudo di Uidcdl'o. 5.52. Phitii 
rioohio. t290. Hij^uondli (Iv,). 50. 
'rihorioV 290. 

(JatoM. (iJliirlandaio ( Iv.). 555. 

- (JtiHuaii. (ilmaacci. 5-tl, PorujfP 
no. 192. 

(liof^oU. CndrlHudai(» (U.). 555. 
(Jovoui (hrotlinrH). (lrana<‘m. 5 tl. 
' (Uiardarolju. Pioro di (ioHiiuo. 
425, 

‘ Innoooati. Pioro dl (i<»Himc).425. 

- JoukIm and triumjdiH, llrauactd. 
555. 

lAnoo Militaro. Prancia lUgio, 
509- 10. Hoj^-naniy 510. 
hoHfc pldcoH by A. dol Barto, 
502 —5.508. Ilufj;iardini.497. Pra 
nnrl(doinnioo. 477-«H. (Iranao.d. 
511. Mariotfco All)orthudli, 485. 
Mai^Iialnuuddaiia. Don Hart'* 
d<dla (latta. 57. 

Mardumi^ (lainpana, A, dul Bar- 
to, 550. 

' NlarciuiM (Jorn'u Hinjnoridll 5. 0. 1 0, 
Mntf,gor(^ollootiou. rugogno,l05, 

• ’ Monadio dtdla (Irocuitta. Hofflia- 
nl. 510, 

Mcmtollviito. (Hiirlandaio (li.), 
522. Gmtm<fci V 522. Ualtaollhio 
dol Garbo* 410. 

- JarvoH* CJcnitlUi da Pabriano. 
n05. 

-- Mttmto. UaffntdUno dtd Garbru 
420. 

' (,)j(nl«Hauti, Ghlrlantlalo (RA. 
555. 

- DMi.torl<» del HSgalbK (Ihlrlan 
(kb (li,). 525, 

^ Oimumidudo. A. dat Barto. 555. 


(jrodi. 407. 411, 515, Bof^liaiii, 
51.5. 

f^yoroncfi, Palazsso Albi;!55i. Poru> 
j^iuo. 240. 

• " Palazzo Antinori a H. Oaotauo. 
Pra Jkolino, 470, 482. GldrlaU' 
daio (R.). 521 ■ 2. 532. Mariotto 
Allxirtiindli. 482. 

Jklazzo Horpphonui, A. d(d Sar- 
to. 500 — 7. Ikcchiacca. 500. Ilac.- 
c.io d’Apiolo. 500. Oranaod. 500. 
Pontormo, 500. 

-Palazzo (torMiui (Pnnp:’ Arno), 
A. d(d Sarto. 578 -9. Pra ISarto- 
lommco, 472. 474,479,482. Pra 
Paolino. 474. 479. 482. Pramda 
(P.). 472. (illiirlandnio (H(diooI of 
R.), 401. Mariotto Alln^rtinolliy 
401. Pnlk(7y 579. Sifj^norolli. 7, 
Huor Plantilla X(dli. 485. 

Palazzo Publico. A. d('I Sarto, 
572. Bufrkrdini. 407. 572, Pilip- 
pino Idppi. 451. Pra Hnrtolom- 
umo. 451. 455 -'0.477. Ghirlan- 
daio. (I )om.). 211. Glilrlaudaio. 
(R.). 520. ViuTOco-liio, 494. 
Palazzo Modbu. Ghirlandaio, 
(R..). 528. Mariotto AUmriiindli. 
409, Rapluud 598. Bpaj^^aa. 598, 
' Palazzo Ri(HUirdi. Son Pala'zzo 
Mwdid. 

• Rx Palazzo Tadd(u».Bof^naui. 5 10. 

• (near) i^ian' di Mttfcnouo. Pra 
ikrtolominoo. 455. 

J^irtzza. Micbaol Anjrtdo’a Da- 
vid. 222. 497. 421. 550. 

— Pitti. A. dtd Barto. 555. 500 >-71. 
570.578 -80.585- -6. Huufiardiui. 
471. Grodi, 412. Pra Hartolom 
moo. 454-5. 457. 459. 401. 400. 
408. 479—2. Prancia Pi^lo. 592 
—5* 590. Ghirlandaio (li,). 525. 
552. Grnnatid. 540. Dtumardo 
da Vind. 494, Mariotto Albor- 
tindli. 480. 490. MUdndo di Ri 
d<dfo. 412. 652. Pt^ruf^ino. 122- -- 
5* 190—9. 247. 255. Ibruzziy 491. 
Pioro di OosimoV 412. l^intimtv 
dilo y 290. Pontormo. 564. Puligro V 
640* Raphaul. 409. 508—70. Si- 
fi;tu)rdU. 0—7* Hpa^na. 526, Hog - 
gl, 48* BogUaniV 412. 

Ponto a Rubaoonb* HafTaollhu) 
cUd^Garlx). 420. 

- Porta a Piuti. A. Hoi Barto. 579. 
Ex Itinncdnl Oalbrv, A. del 
Barto. 675. 
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Ki.oiinNci':. 

F/otrnre. S, Auihrop^iot (loHinio H oh- 
rtulli. 'I’JD, Pioro di doHinio. -Pil. 
ItJilVju'Hino <Ud (JarIxK 41H, 

' SS, Aiinun/aatn do’ Sorvi. A. 
dol SuHo. ftlKt. 514 -iK 55ii— IJ. 
r){)(),57!i— ,‘P 570. Audv(*.n di (IohI* 
m<).50;t.r)15— r». HaltlovinoUl.OdC 

‘-H. (^)Himo UoHHoHi. 510. (U*odi. 

Filippino. "iJiO. 204. Fm 
Hartoloi)\moo,400, Frauc.ia Itigio. 
082. 5()2--4. 515 0. 500. (Hiir- 
landalo (Day.). 520. (ndrlandaio 
(UA.OOO. Ijiionardo <la Viutji 220. 
Mnnni. 000. Pcruji^iuo. 207. 220. 
255. 0.00. Piciro di (J(>Hinio. 420. 
424. Pontormo, 500. 

- 8. Apol Ionia, (.iirnnaooi, 537. 

H. Poniia/do (S])odnlt0 floji!fj5i.48. 
‘ • >S. (iafcorinn. Fra Bartolommeo. 
450. Fra Paolino. 450. 

*•8, Ohiara. (Irodi. 407.410. Po- 
rujfino. Soo Pitti. 

Bfci, (^ouoi‘/iiotH‘. (ihirlaudaio 
(U.). 500. 

- H. (Iroco. Audroa di(^)Hhuo. 255. 
liugiardini. 401). (Biirlandaio (I>, 
and B.). 400. P(^rujyim). 255. 

* *S. Domonieo. (h’<nli.4l0. \'(nTO(‘.- 
ehlo. 4*04. 

iS. Foi* Bartolommeo 

(lidia (ia( ta. 07. 

8. Ftdicui iuPia/./.a. (Biirlandaio 
(K\).502. Micliele. di Hi del to. .5,02. 
S, Felieita. (<liirlaiidai(». (H.). 
500. 

S. FrHiuu‘Hfo. A. d(d Harto, 551. 

' ►S. Fn^dinno. (tnali, 4l4.da(M)pu 
(l(d Stdlaio. 400. I’iero dKOinimo. 
424. 

- H. Clallo, .\, ded Hnrt.o. 550, 502. 
BuffiardiniV 472. Fra Bnrtolom 
meo. 472. <jhirlandaio..(U.). 521 

2. (kaimeei. 54L . 

S.CHaeomo Nletdilo, A.<l(dHnrfc<K 
570, 

- fel, (Holihe. Francla Bi^io, 500. 
H. (liorKdo. ItaiVncdllno d«d Uar 
l»o. 410. 

H.<Ho. Batt. della Fal»a. Francla 
500. (Bdrlaudaio (Dom.i. 
522. PeruKino. 100. 100. 247. 

517. Hoffliatd. 510. 517, 
HlicnorolUV 247. 

H, (Hrolmno. (ihirlaudaif) (U.). 
520, 530 -1, 

- H. (Hrolamo dolU Povtirlue. Pe- 
rugino. 190, 


Ki.(nn':N(!i;. 

/'Vom/rc, rt. (Jiiiliano. Mnrieito Al- 
iKirtiuelli. 488. 

• B. (Pumto, See S. (riovnnui Bat- 
tista. 

- S. (Pxlensio. A, del Sarto. 578. 

S. Oneoi)o di Itipoli, Oon- 
servatorio. 

S. Oaeopo Sop’r Arno. SogUaiii, 
514. 

■ S. daeopo Fra Fossi. A. del Sar- 
to. 550. P(o‘n{yiuo. 255. 

- S. Lonmzo. Michael Anp^do. 497. 
,50,0. Haira(dUno del (hvrbo. 410. 
Sof^Iiaui. 510. 

S. Btic.ia do’ Bardi. Ka{Va(dlhio 
del (3arl>o. 410. 

S. Mareo. Fra Bartolommeo. 430. 
441, 445. 410 50. 452. 451. 458 
0. 400 1. -10,0. 408. 4B7. 517. 532. 

Fra (Bovanni. 440* (Biirlaudaio 
(D.). 247. (Ihirlnndnio (K.). 632. 
Mi(‘,hele <li Ki<lolfo 430 -4. 532, 
Penif^iuo. 255. Piero <li Fosimo, 
125. S<»^diaui. 513. 515. 

S. M. (ltd Fandtdi. Sm^ Ideco Mi- 
ll fcnrt^. 

S. M. del Fiore. Btmci (doni. 185. 
(lredi.-l07.*lU, Fratieesco dl (B- 
tn*jjpio.08. (Biirlandaio. (I)av,).520, 
(Ihirlandaio. ( H.).528, CBotto. 1 85, 
Per^^}J^ino. 204. Sipiorelli. 10, 

S. M. Matldaltma de* Ihizssi ((d^s- 
t(tllo). Fredi. 407. 410, Fra Bar- 
toIomiiuMi. 473, Fhirlandaio (H,). 
53,0. Mainartli, 473, Pentj^ino, 
100. UalVacUino <lel (iarlio. 410. 
S. M. Novtdin. Bn^ciardini, 408. 
(l)drlnndaio (B.). 510. 523. (Bilr- 
landrtio (Uav.). 510, (Ihirlaudalo 
ll )om, ). 107, 21H. 510, (BilrUtuUlo 
(je.), 510. ,520. Franactd.5l0.530, 
H. M. Niiova. Fra Bartolommeo. 
431.430 O.Mari<»ttoAll>ertlmdli. 
138. 4H{. 4H0. Hnifaellino (ltd 
Farho, 415. Hiiplmtd dtd Oapo- 
nUmw. 4 15. 

H. Martino. Mariotto AlhertlnttlU, 
4H5 0. 

H. Martino alia Palma. Fhlrlim- 
tlaio (H,). 533. 

S,‘ Martino dtd Bnonondnl. Haf* 
Ciudlliio del (Btriio. 410, 

H. Martino tlello Monaohr, Fldr* 
landalo (li.). 532, Mlclmle di Kl'* 
dtdfta 532. Poriigino, 255, 

• S. Mattoo, Crtjdl. 414* 
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Florcfict*, S. >jicc(>lo <li lit (PAriuj. 
(hi Ihibruino. 102, 
R-OnoiVio. KiiH<‘.))ioV 217—8—0. 
(Jorino <hi PiatoiaV 217 — 8 — 0. 
m 051, MaimiV 217-8-0.0.05. 
r(‘rufrin(»y 217-8-0. oni. Kh- 
pliadV 217- -8—9. 051. 

— S, Kmiicia lUg'hi. 

501, IfalViullino (hO (hirho. 120. 

- 8. Tuiro ('rcdi. 111. 

Fraiicia 500— 1. (Iranaivn. 

508. iNuMijiyiiio. 2 10 . lOiiratOluio 
<1(0 (larl)o. 420. 

S. UalVaiOlo, lOiihuOIluodddar 

1)0. 120. 

B. Halvi. A. dol Hario. 510. 501. 
550. 550. 570 -4. lOiiradliuo dtd 
(hirho. 418. 

■' B. Bpirito. Francia 502. 

(Hiirlandaio (H.). 510. Ohirlan- 
daio (!>.). 421. (IhiHaudatd (F..). 
522.502. Midiclo di JUdoIlb. 522. 

502. rior FniiiooHco di Baiidro 
420. Fiaro di (loshtio. 421. 425- 
0. Polhiliiolo (A.). 422. IJaltacd 
lino dal Oavho. 410 7. 420. Ban 
Hovino (.I.h 502. 

• '•B. Trinita. Ihildovinatli. 201, 

n«m*^ Ilartoli. 67. l)<»ni. (Ilur 

landaio 10. Marlotto Alhorti’ 
ualU. 480, 

■ BcaI/40. A. dol Barto. 510. 544— 
5. 560—1. 505-0.571. 570. 581. 
Oodi. 410. Francia 111^^0. 502. 
510 -11. 5 14- 5, 

• ItaldalliV Fra llartdoiu- 
jnooV 177. 

• Bitfiior Hanti. Fra Ainhrogid 
dolla Kol»])iH. 102. 

Bij^uor (h n. Datl raru>,duo.255. 

' Bif^nov UimHoll. Fra (tartoloin- 
iriftoV 477. 

- Big^uor F. Uuldari. Fra Hnrta 
lomniao. 102 -"O. 

" • Bljjjfuor VoIpiniV Fra Bartoloiu 
maoV 477. 

— * Holnmu ontry of ihu XO‘. 
Andron dtd Barto. 528. 501, An* 
tonio da H. (fallo. 528. AriatotUo 
da B. Uallo. 528, Baocio d'A^ruo 
lo. 528. Haccio HandInolU 528. 
Baoolo (U Montdupo. 528, (Sfhlr- 
landalo (R*)52H**-ih Clluliano dtd 
TaKHo 528, (Iranaoci. 528-0. 
Jacopo dl Bandro. 528. Jacopo 
BawHOVino. 528. 501* Ko»»o, 528, 
UuMtioi, 501. 


51)9 

KOLIONO. 

Florence, Vallombrosa. A. del Bar- 
to. 575. Pom{,dno. 216. 

-- (near). Villa of MarignoUo. Uaf- 
fatdlino del (larbo. 420, 

- - Woddin^)^ of OoHiino do’ MocUci 

(.1500). Ghirlandaio (K.). 501. 

- Woddinp^ of Ijoronzo (W Modici 

! (1518). Androa di OoHiinoV 520. 

AriHtotilo da B. Gallo, 520. l^^'an- 
cia lligio, 520. (Fiirlandaio (U,). 
.520. 

trffusi. Alfani (1).), 070. Alfnni 
(().). 070. A. (Ud Barto. 568-0. 
501 -2. 578. 570. llacchiacca V 678. 
Ibiffiardini. 400—5. Orodi. 407. 
410. 412, 410. Douatollo. 442. 
Fra llartolonnnoo. 404. 442. 440. 
155—0, 404. 406. 472. 480. Fran- 
(*(‘Hf.o dl Giorgio. 07. Francia 
liigio. 501. 502. 512. Goriuo da 
Fintoia. 051—2. Glurlaudaio 
(I)(un.). 422. Ghirlandaio (It.). 
527. ( liovanni dcllo Goruiole. 403. 
Granncci. 600— ‘40. Leonardo V 
110 . 403 4. Jioren^o di Piobro 
(Vocf-hietta). 00. 06. Mariano da 
lN>iHciay 500, Mariotto Albertincl- 
li. 485. 401. Miclinol Angelo. 588. 
Portigino. 182. 1t)l. 104—5. Piero 
di (h)tthno. 420. 424—6. Pintu* 
rietduo. 287. Puccluelli(A.). 401. 
FairacdUtio del Garbo, 410. Ita- 
plmol, 287. 448. 50 1. Blgnortdli 
(1.,). 0, 20. 00, Boglimii. 510. 
Foinno, J^ievo, Bignorolli. 20. 27. 
Folif/no, Alla IMadmma Fiiiinnuuga. 
Htdiool of Ahinno. 135. 

- Oonv, of B. Anna. PiotroAufconio. 
120. Tiborio. 344, 

- MouaHtery dtd Popolo, Pietro 
Antonio. 123, 

» Municipio, Bart*’ di Tominaeo. 

122. 

- Ntnwiatolla. (JamplUuH. 033. Co- 
in doll’ A mat rice, 033. Mantegna V 
033. Periigino. 232, 246. 251. 

- Palazzo Trinoi or del Governo. 
Otiaviano Nelli. 00--01, 

‘ B. Bartolommoo, Alunm). 133. 

« H. (’atoHnn, Bart** di Tomma»o. 

122 . 

— H. Domenico. Pietro Antonio* 
125. 

•8. Francuaeo. Pietro Antonio. 

124. 125. ( 

B. (Ho, Docollato. Alunno. 135. 

— H. Dnda. Pietro Antonio, 124. 
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lAilh/no, S. M. ill (him pis. Ahitino. 
lysa. I ‘25. 155. MH. JVIattno dn 
(hialdo. 111). I‘25* Piatro Atiiouio 
tin ,125. 

K.M. iutVn INirtntt. Altinnoy 155. 

‘ * rt, NicoohS. Aliinim. l:i(K ,152. 

- - iH, Snlvndorti. IlnrtolomnuM) di 
Ttmimnrio. 121. 

■ - Signor (i^r«provi. Kra Unrtoloin- 
miio. '177. 

Fonlvf/iui<(n> (Jhurcliof ; (ifirolmnodi 
lUmvanuto. 58 1. 

Fimlitjnuno, (Umrcli oth l^uni^iuo. 
24 :i. 

FovO, GnllorlnComunnltj. IJortucc.i. 
555. Cradi. 415, 

— H, (Ui’olamo. ihilmo/jjano, 124. 
FmohU ^(fiimondo, llis workK nt 

Kloramun 510. Milnu, 517, l^^aon- 
siH. 517. 

Fra Agodinti di Paolo, 452. 457. 

UiH workH nt SiomiaV 475. 

Fra ^imbroffin dv.tla Hobhiu, 452. lliB 
portrait of Savonarola. Ui* il». 
HIh work at Sionna. 452, 

Fra Andrva, Sioiiua. 485, 

Fra /tariolomuui drlla Porta, 427 
and foll«. IliH workn nt Arc/.j'.o. 
47H. Alltun. 452. norliu. 470. 474. 
IU*,HaU(;tiu. 477. BronoiaV 471. 
Ilrisiol y 470. (hiHtol Frauoo (l«'lo ■ 
roniuj)y 451. ({orioiin. 475. l*Mo* ■ 
roiioo. 1.50. 452 -8. 412 -5. 411) 
-01. 404.400. 408. 470' *7. IV, 
Ilffuo. 477. (Ionova. 451. 477.1 
(JlaHiH^owy 470. liontUm. 475-0. ' 
laiocu. ■iJtl.'IM. 4«1 ! 

1. Milan. 477. ModmiaV 471. ! 
Mouttixilllnry 409. Mnnicli. 470, | 
NiiploH. 170. PrtjmlianKor. 419 - 
no. 40,1— «. I'ariM. 401—11.401. 
4(11.477. I'uvift. 461. IVniKlaV ! 
177. I'liin’ ill Mugaoiu' 41i!{, 167 i 
-H, 101. 406. 47l-a. PImv. 46.4. 1 
PInI<>1u. 4(14 .6. I'ratt). 470. Ita-I 
vtmna. 412. Uonio. 450— 00. 408 1 
' 0. 474. S. IkdnrHlnir^^. 401. 405. 
H. Plotro al Turrtmo, 422. Sal 
toochio (uoar tnicca). 475. Hum 
tut. 175. TotilourtoV 401. Turiny 
17U VtmU*oy474, Vitorbo.47H.,' 
Mmitionod, 5.27. 170. 100. UH.IUO. 
221. 225. 220. 571, 5H1. 585. 5HI. 
425. IHl. 4H5. 480. 400. 402. 405. 
405. 408.501,502, 507. 512. 514. 
510. 517. 522. 525. 524. 525, 527. 


l•'l{ANKl•MMlT. 

545. 540. 547. 5,50. 555. ,551, 55(1 
557.5(52.501, 571. 57(J, 578, 581. 
582. 585. 

Fra PenvdcUo, 452. 

Fra Fuatarldo. 452. 

Fra Fitippfh Montitniod, 8. 150. 110. 

510,521,417.450. 

Fra Filippo Lapttevini, 4,52, 

Fra 6Vm>rt/j;if(Angolico). Montionnd. 
17, 18. 00. 97. 107. 125. 120. 150. 
148. 155. 174. 109.457.440.445. 
447. 450. 

Fra /V>/5u>.478. Ilia workn at Fie.- 
Hola, 480. Flortmcu. 472. 474. 170. 
481- -2. Lou(l()n.470.Pian’diMti- 
guono.470.Fi.stom. 180— 2. Ronun 
474, 478 4). 482. S. (rnuiguano. 
480—1. Simula. 475. 478 O. IHO, 
Vtmitun 174. Vi(‘.ima.478 -0. 180. 
VUcrhu. 480. - Miiutioinul. 5,52. 
4.54,457.471. 

Fraarr* Im.st pit‘<n‘H by A. tUd Sar- 
to, 505. 

- liOBt pine, OH. (Uiirlaudnio (R.V 
555. 

FranHa (F.). Montionod. 105. 4 15, 
472, 

Franrta ((k). Work at Romo 7 471. 
Franrfa Pit/io, IliH work at Rorlin. 
500. 512, DroHilnii. 502. 512. Flo- 
ronc.o, 582. 500 12. London. 500 

-‘8, RafiH.501 7. Roggio a (bil- 
auo. 511. S, Pid(‘VHburfj|*. 512, O’u- 
rin. 471. 500—1. 505. WiiulHor. 
508 -0, • Montiomnl, 250. 555, 

,581. 4H7. 402- 5, 515. 514 -0. 551. 
57,5. 5.S0. 

Franrnco buraldof tlioFloroniiuoH. 
180, 

FrnnvvHvo da (0tt4 di (Jantollo 
nidfor.). IHk workH at (Uttk 
di (hiHtollo’. 548 9, 

Frtmrm'o di (Jltt/i tltdla Plovo, HU 
work nt Paotdano. 171. 

FrnnrrHco da Fimde* 180. 
Franrnvo dt (ientUr, HIh workH nt 
Forum, London, and Romo. 107 
—108. 

Franrwo di (Hurgto, IHs Hfo, 00, 
IUh w(>rkH at (tologmi, Cortona, 
Fbm^ntm, Llvorpool, London, 
Milan, Miudtdi, Ravin, tnul Slou 
ua. 00-*- H. - ■* MotiUomuL 10, 10, 
51.57. 00, 69. 79,81. 1H0, 
Fraarrmt Far tan, Vt^rliiH. 

Fraakfort, Dorn” llArtoU, 

57. R«<rugUio, 255, Raphael 255. 
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l-M'NiJAl. 

Ftwf/fn (Uctrnardino). IIih 

workB Jit. Itiionconvi'iito. .^70, 
Vhiml ;W). Loinlon. ;i70. 
tcrKlmrjjf. i;M.,H70. Sio.uim.in*! — C. 

r>7. 07. VI «0. 


o. 

(rtuido (htddi, BO. 

(hiftpavrc d\^tffosiim), <)iJ. 

(UnuT.li of: .‘U9— iJO. 

- S. (iindanio. 0*20. 

(imidomin h'ervavL ;U7. .‘iOO. 
fiotwvtt, 8. iVIiuhdoiim. Km IJnrto- 
lonmmo. ‘151. 477. Mnriotito AI- 
bortiiudli. 451. 

(Jirolamo, 

iienoiu A1 4\uTaj^i(). Doitom (joHtn. 
htutaV Hi^nondli. 05. 

da FtdivUauK IfiH w<>rkM at 
Hari, 107. Horliii. DO. 100. fJm.McIa. 
DH. (UttA di (OiHUillo. 1{>5. (ku- 
Hliam Court. 107. Knln'iauo. D7. 
100. KloriuuH'. 100 4i. lavorpoul. 
107. J^oiulon, 107. Couvro. 100. 
Milan. 07. Mimicli. 107. Orvi<^to. 
07. J'arR 107. Porugin. 105. n.sn. 
100. Plstola. 102. lt<»mo. 101. 100. 
H. Sov(?riut». 105. Hurra Patrona. 
100, Hlutuia. 101,102. Vanict*. OB.! 
OD. 100. ‘ - Muutionod. .45. 55. 02. 
81. 87. 80. 00. 100. 111. 
a anno da Piatoia, IUh workn at 
Hor^o H* Hupolum, 040 - ’50. 070. 
Klorotuu'. 051. Pitttoia. .450—51. 
PofCKiOooHk 057. H. PoturslmrprV 
057. “ Muntionud. 278. 005. 057. 
OharardtK Muntiomul. 229. 407. 400. 
(mbarti. Muntlojiud. 51. 095. 
akfrlnndalo (Ik). 518, IUh vvurk at' 
n«»rlin. 510, Klonuicu, 510.520. 
Louvrts 519, 

ffhirlandalo (D.). IUk work at B<jr 
lln. 519. Kloruuou. 421. 400, 510 
--20. Uoudon. 405. Orvioto, 520. 
PnriH. 520, Hhonia. 520. • - Mcui- 
tlottud. 411, 401, 194.520,501.504. 
Ghlvlanddo{\hnx\.)» 518. IUh wurkn 
t%% Flurouttu. 218. 510. 522. -- 
Mtmtlcmud. 0. 9. 51. 81-^ 2. 80. 
174. 179. 18l->2. 180. 191. 197. 
247. 010. 021. 400. 520. 527. 504 
-5.500 7.518.552. 

Oldrimtddu (K.k 618, Ui« wurkn at 
Barlln. 525, 500, OtdU* dl Val rP 
UIiw, 500. Flurutiuo. 521. 522. 
525^-9,500- 41. Hampton Court 


001 

<} I IfMANO. 

500. TkiimlianjifurV 252. PanH.62* 
.0, 525. PiHtoia. 528. Prato. 520 
,500. Romo, 50,0, S. PctorHluirg, 
520 ~4-. S.Picitro aVrcrrcuo. 420 
Vonicc y 500. Vionua. 525. — Alon- 
tioiiod. 419. 420. 420. 401, 488 
490. 5,08 - 9. 540. 544. 

(Hanmio dvUu Quercia. 68 — 0. 
(Haeomo di Parioloinmeo. Bee Pac- 
chiarotti. 

(turn Par He. jMontioned. 540. 
ftian Jacopo di CaKtroearo. 412. 
(rumnieota Manni* B(\c Maimi. 
frfo7\</wne. Mentioned. 201. 224.4‘tO. 
(rlovaufti dnto7ih da (leHsato, 07. 
(tmuw77i ParHi of Sienna. 640. 
(tiomt777i Pattisla do KuHitiH. 050. 
Piomfirii Pf7ffisitt of Kaonija. Boo 
IlerttU'oi. 

(fmum}ii Poeeali. H I. IlinworkHat 
Oanierino. 11 1. Orvieto, 1 10. P<j- 
rnj^ia. IH-HO. K-oine. 110. 
Mentioned. 50. 55. lOB. 110. HO. 
120-21. 12,0. MO. 148. 154. 
(Hoiuftmi d^AavUmo, Mentioned. 02. 
71. 

friova7mi da Monte Rtibiano. 057. 
(Homutd di (rmrqio of Pen ip^i a. 071. 
fPooan7ti di Paolo* 79. IKih worknat 
Altenburjy. 81, AHcuanoV 81, (U)- 
lop^ne. 80. 81. Uondou il)., Rome 
ib., Bionna ib. — Mentioned. 54. 
02 . 

(Hoi)a7ud dl Pkiro. IUh workH at 
Hienna. 80. 81. HO. — Mentioned, 
8 , 0 . 

(Hovnnid Fra7iecaeo liuHlcL Bt)o 
RuHtlei. 

(Hoeamd (huiffione* 180. 

(tiovfvini Sa7Ui. M(uitionotl. 7. 12. 

IH. 14. 50. 72. 90-4. 1 12. 100. 
fpoiitt. Mcmtloned. 120, 185. 199. 

221. 080. 400. 48G-‘7. 

OkoUmo da Trevif/i Ijondon. 098. 
(HrolfWio del Paevfda, Bet> Ikiocdda. 
fihdmto di Pem7efi7do* IUh works 
at Kontepfluntii. 081. Hienna. 71. 
70, — Mentioned. 51. 84. 204. 
(tkoln7no di Pm'U7. O-lf. 

(Prolfonn dl Phmtnni PoeenU* IM. 
IUh works at Kt^rmo. 117. Monte 
H. Martino. no-ri7. 
fHrolnm Ompa* Mentioned. 16— 17. 
^ 70.216.204. 

fptdlarm (ItkUiilmo* Meuthnmd. 186. 
Ubdlmm da B. Uallo. Mentioned, 
405. 
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(iiuliuno del Tusao, Moutioiu^d. 528, 
ftiidfo Ihmano, MontioiuMl. ;i2. JUT). 

:U2.:mL ;v.)2? 4 d 4. nno— to. 
f/iuulfdndt (Doin.). MoutiontMl. 40, 
{tlasijuw (uiuir), irainilton Palaco. 
A . clol Hnrfco.OSr), llacc.liincca V 585. 
nu{j:Inrdiuiy 170. Kra liarfcoUmi 
mooV 470. Sijj:u()ri‘Ui. 1 1. 8<)glin 
iiiV 470. Spap^uti, 028. 

(rottfonl IlatiHO. Poriijj!;itioV 252. 
Ormuidn, (^atlicdml. (’redi. 407. 
Uvanavci (Fraticortoo). 504—5. His 
workft at Borlin. 510. 500—8, 
(Uttk di (JaHtcllo. 505-0. Flo 
mico. :U9. 522.528—0.505—0: 
540-1.500, London? 585. 5 U). 
MunudiV 475. 519. 587. Oxford. 
580. 540. Home. 580, 8. Piotro al ! 
Terreno. 428? 587. Warwick 
OaHtlo. 540, 


Gubbio, 8. Piero. Nollk 08. 

MauuiV 880. 

— 8. Hocondo. .Jacopo J$o(li. 80.08, 
Nanni. 04. Higuorolli. 10. 

— Spcdalotto. IMntali. 1^4, 
fruf/livlmo <la Marcillafc. Moutiouod, 
48. 581. 

GMo Palnicrucox, M(‘ntiou(ul. 87, 

120 . 

OuUlo Rent Uonio. 808. 

Guidocoio Cozzureltt Jlin works at 
Oolojyno. 80, S. Potorsburfir. 86. 
Bionna. 8C. Btockholiu. 86. 

H. 

Hague, 'riic. Pcni^dno. 157. 
HamillnnVwXwevi near Glasgow. 8oc 
(Glasgow. 

Moutiirntwl •>•>■' I titluvt. A. flc.l Hivrtoy 68.1. 

j.yu •!•)! A*>'t A A»7 ft •»— I lioaturi. a61. Chiodiirolo. 

k“^ : “ii ''fSr“' “■ 

-L i 

Gitaldo, Dnoiiio. Alumni. 180—1.' 

Mattoo (la (ilunldo* U8. 


-- 8. Prnn<i(iHco. Mattoo daGnaldo. 

UB. 8ano di Ph^tro. 70. 
Gtialfurtdu. Ptnuigino. 255. 

Gahhlo, Duoino. Fn<.U{‘(‘Sco di IPior . 
gio. 10, Ilii. .811. Orlando. 820, ■ 
811. Pintnricchio? 207. 

■ " Manpiis KhaugiaHci* Ibi. 845. 

• PalaKJso. Nanid. 01, 

Porlico did Mcrcato. Nanui. 01. ; 

' ‘ 8. Agostino. Omitilc da Faliria- 
uoVim. (Ht,» N(dli, 88. 00. 08. 

' 8. (b'oeo. Nnnni. 01. 

8. Pommiico, 8*otunsut*(do N(dli. 
08. » 
8. 1)onato. PoJu^’ di (kuu'.o Haldi, i 
01. 

■ H, KraHmo. Ottaviano NcUL 00. 

- « M, P(diclHHimo, 'roniaMUiudo Nelli. 

08. 

- H.Frantu^Kco* PramMiscoHiguor 
(dll. 88. 

•H. Lucia. Uom“ di ( Vcco iialdi.04. 


{Javupu fiedt Hin works at Gubldo* 
! 08. 

I Jacopo HcUini, Bo(t Ibdiird. 

Jacopo da ICnipoU, Work at Flo* 
r(uu*{u 557. 

Jacopo da Noc(’ia, 820. 

Jacopo da S. Bevertno. His works 
at Urbiuo. 110*’" 11. 

: Jacopo da 'rolmitino. His works at 
' Napbm? 855. Idvcri. 850. 

Jacopo dc\ Scllalo, Mentioned. 400. 
581. 

Jacopo di Samlco* Mcntiomnl. 52B. 
.Jacopo PaHiovc, His work atLlvoH. 
856. 

Jacopo Pad tola, I BO, 

Jacopo Saimtiiao, Montiomnl. 23$. 

528. 51 1. 550. 558. 

Jacopo Sicuto. 820. His works at 
Hotiotia. 882. Nortda? 820. 332. 
iHoti. 881. H, MamlgUano.83t— 
2. Hpohjto? 8t7. 820. 880—1. 


--H. Marla -dollu I'kitKlol*. I>« ! < "I’''*’"”)- 
nnutlco di (kuuui fialdl. OL Uou I m 

tU« da Fabriano? 00. Ottavianol 
NollL 00. Hit Sea Hinibaldo. 

a M. (K Laid. Ibl, 845. * Invc, A. del HartoV 582. 584. 

— H. M» Nuova. Nanui. 04. Ott” Innopno (Andraa Alovigl;, 161. HU 
NaUL 88. 03. 00. Pintail. Ot. I alleged works at AssUi.161.l62. 
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lOw. (’lU’lsiMilK*. 105. Fionmc.ti. 
105. L«>n<lou, 101 ”-5. Milan 101. 
Naples, 101. Orvieio. 105. Oil. 
:M0. PaviFi. 10(*-5. Peruf^in. H»l. 
Koine, 101. Urhiiio. 101. 
[ntwconiti <la Iinola, iMentioiKMl. 
4H7. 11)0. .517. 

froJamh nnnHl(‘y Mnrli'y Kh<(. l‘iu- 
tunccliieV *J1)1).- 

— Karl of Portarlinj^^lon. .V. «lel 
Sarto. ,5H1>, 

larhiti. Marquis del Vasto. A. did 
Sarto, 577. 

iHoht Polvm*. 'riirasiimnio, lake. 
ll)i. 015, 

K. 

Kennintfton (lallery, Fnaji^ni. :i70. 
Porugino. ‘JIO. * Snno di Pietro. 
71). Vivnnni? 070. , 

L. 

iitt liuHtia ((‘Iiurch of). Aluuuo. 

too. 100. 

La Paaiia near Fabriano, llpmar' 
(lino da PorniJ^in. 000. 

La FraUa. I^naif^ino. *205. Idntu 
rictdiio. 202. 205. Sijfnoridli. 25. 
27. 00. 

La Oenf/a» Antonio da Fabriano. 

101 ). 

Lanzllaffo of Padua. 107. 

LappoH Moutioinnl. 10, 

LaUanih <Ia FoHfifuo. 105. 

Laiianth di Monte Kubiano. Men 
tioninl. 002. 

LaUaniio Pagani. Mentioned. ,070 

,.U 

Lnigh Foarf (Sir \V, MiloHi. A, del 
Sano. 470. 5H(K 570. Fra Hurt.) 
lonnneoV 470. PiiU|j;oV 'l>70, Ka 
pbttel.200. HalviatPf 580. Sjjna- 
xt^lUV 5H0; 

Ltfipxif/* Mnacuni. A. del Sarto V 
ABO. Ihi^clardinl. 41)1-5. (Knlio 
UomaneV 41) t 5. 

Lt*Uuti of Vidletrl. lOH. 

Liimmla da Vinci. Mentioned. 0. 
i. ta. 07. 172-0. 201. 221-0. 225. 
271. 001. m m 400. 400 . uo. 

1 1B.42 k400. 40* - 8. 4 lO^^l. 44.1. 
*50.452.450. 400. 485 0. lim. m 
-O.m AOA-O. 514. 521 - 2. 507 
.8.544-5.550. 554. 550 -7. 555. 
504. 50». 574-5. 

fMuraie of Verena. Mentioned. 150. 

m. 


(m 

LONDON. 

Lide, Wicar collection. Frnncia 
Hij?io. 502. Kaphaol. 169. 

Lippo of Sienna. Mentioned. 06. 
71.75. 

Liiwrl, (lluirch of. Franc, esco dii 
Toleutino. 155- 6, Jacopo Pa- 
store. 155. 

lAiwvpool Institution. Oredi*? 414. 
Filii)])iuo. 100. Francesco di Gior- 
po. OH. (buitile da Fabriano. 107. 
Ghirlandaio (I).)y 414. Posellino V 
OH. Sif?uorelli. (K.). 11. 

Ltahmeu d' A7ifjclf, llis work at 
Iterlln. lOO. (b>rciano. ICO. Peru- 
pa. U8V 150. 100. Kavenna. 160. 
— Mentioned. 159. 

Lodtmnj dc Ui'banls. 114. 

London, Barinf^^ tinllery. A, del 
Sarto. 5H4. 580. 587. Itnpardinx. 
•199. KusebioV 127, 112, Fra Bar- 
tolommeo y 475. Pontormo, 584. 
PuUp>y 581. Kaphael. 142. Ka- 
jdiael ileUJoIIiPif 475. Hpagna 12, 
127. 112. -175. 

' Mr. Barker. <Jredi. 414. Fran- 
cesco di Gentibi. 108. Grknacci. 
5.15. Ibn'upno, 250 — 1. Pintu- 
r4‘cluo.291.299. Pollaiuolo V 4 19. 
Kititaidlliio del tlarbo. 419. Si- 
pio rtd i i. 5 7. 1 1 . V erro cchio. 419. 

• Sir J. Bolloati. Snno diPiotro.79. 

' Bridpnvater Gallery. Itaphaei. 
512. 

British Institution. Funpii.170. 

- British Musmun. PiuturiccUio. 

. 104 y 100. Kaplinel, 104. Spapia. 

104. 100. 

■ Kx-Bromloy collection, FraPao- 
lino. 482. Spapia. 127* 

- Mrs. Butler Johnstone. A. del 
Sarto. 501. 584. PortiginoV 261. 
Tllmno, 251. 'rimotce Viti. 251. 

' Fx'e(dleet)i<m of Ghnrlos the l»b 
A. dfd Sarto, 508. Fraucia Biglo. 
508. 

• ' Uon. 0. (k Oavcndislu A. del 
Sarto. 580, 

• A.DerhyKsq, Fra Bartolommeo. 

170. 

Dudley House. A. del Sarto. 
582. 680. Jiernardlno of Perufi^ia. 
101. JtiKeifno. 106. Perugluo. 261. 
PerufsaslV 898. Proftpero Fonta- 
na V 198. Pinfcuricchio. 209. Ha- 
phacb 219« 200,140. Spagna.108, 
8U. 327. 



INIMOX. 


(i(U 

t.nVlMhV. 

homtfm, SirO. Ran’nclKno 

(Inl 410. 

- L<>r(l MIcIh). Km Hariolomniucky 
170. Maviotta Allu^rtliu^lliV 470. 

' - KlluHuuirii (lallory. Koruz/iiV 

- Ml*. Knmn\ A. Sarto. 501. 
50H. (loiitUo <la KahnauoV 80. 
(ii<n <li Paolo, 80, JVInUoo di (Ui>. 
80. 

Mr. KuUcn* Maitlna<!. A. <Iol 
Sarto Y 500. Kra KilijipoY OH. 
KmiuwHco (U Cliorjifio, 08. Kraii- 
cia Itigio. 500— 7, (do. cU Paolo. 
80. (jrraiiaoci.540. Nauoccio. 5(Jl). 
RalTaolIino dol (ilarbu. 419, Ka- 
pliatd, 408,500— 7. vSano diPiotro. 
70. Spajfua, OOH. 

-* (IroKVouor rioiiHo, (Mar(|iiiH of 
WoHtimtmtor). A. dol Sarto. 570, 
58*2.581. (Irodi. 4M. Fra Har- 
l()l<nnmc(»y 475. MariottoV 475. 
Mudud« di Uidol5»y 475. Pulido. 
582. 

- MurquiH td’ Hertford. A. d(d 
Sarto. 581. 

Holford (dillory. A. <U‘l Sarto. 
582, 580. Km Hartolouimro 
(nftor). 478, 475V 470. .Mariotto. 
J75. 

' II. A, Muaro, Soo HufJor .lolni- 
HtoU(‘. 

loM'd Ovco’Mtouo. Orc.di. 4M. 
Natiojial (lallcry, Alunno, 104. 
A. <I<d Sarto. 580. 585, 580. B<o** 
turoi. 527. 554. (Jrodi. 405. 4 15. 
K. Kraiuda. 105. (lliirlaiMliUo 
(I).1Y 405. (HroOurio da Tmvi^i. 
51)8. lugo^uo. 10 1. Ivoronr.o It. 
ofH. Sovorino. 112, MnrlotfcoAl 
iHTtinolli. 492.510. Pucchla. .588. 
PncrhmrotiL 585. P<irufi;ai<». 202. 
225-^ -5. 247. 250. Pornssxi. 598. 
Pi(^ro dl (loHimta 425. Plnturitt- 
(dtioV 104. 299. Pollniitolf) (A.)y 
105, Uinaldo of Mantua V 598, 
Soji^liaul. 492. 510. SpaL^uaV 551. 
Kx Nortlnvick colloowon. Kra 
UartobimnuM)? 170. Pomfj»iiio. 
228. 251. 

Mx Uo(aror« oolbuition. Ha|diaol. 
500. 

Mr. Soymotir KlUjct^rald. Kmii 
Hijjclo. 507. Ua[»Iiaoly 507, 
HUOord dlotiHu ( 1 of HitUior- 
land). A. did Hiirto. 579, Wl, Km 
IlftrioIommaoV 475. ^ NamwiduV 


581, Pouiiiy ,528. Uaphaol. 507 
-* 8V ,528 y 475. Salviati? 581. 
Si>agua. 507 8. 528. 
hmulmt. Lord 'Paiuiton. A, did 
Sarto y 470. Kra BartoIoitiinooV 
470. Kmdiov, Angidico. t07. (3on- 
tilo da Fabriano, 107. Ibinigino. 
250. Puligoy 470. SignondH, 51, 

- SirlL do TralVord. A. dol Sarto, 
585. 

— Sir Anthony Stirling. Kra liar- 
tolommiu) V 470. 48 L I'b'a Pao- 
HuoY 470.481, Ingogni). UU^-O. 
Pinturiiudno. 104 — 5. 257. 

— IIoiu W.W. Vernon. A. did Sar- 
to. 580. 

(L K. II. Vernon Khii. (SranaeoiV 
510. 

- Lord Varbtyvoiigh. A. did Sjirto. 
5B(1, Kranida Iligio. 508. KapbaidV 
508. 

Lnfif;lhvdi\m\U\ (Lord Kolkr.Htonc)* 
A. did Sarto. 582. 584. 585. Pu- 
ligoV 580. 

(the)* Mtuitimied. 75, BL 
,501. 

Lomnvtto, Mentioned. 544. 
fjoremo da S, Sevinduo. 109. Him 
works at H. Severino. 108. 110. 
Urbino. 110, Montbnn^d. 118- “19, 
hoi'emo 1 1 , of S.Severino. 1 1 is works. 

112 ' lO.MentiimcMl. 11H--10. 
f^urenzo da Viti'i’lio, Hih works at 
Viterb<>. 155. 

Lorenin did Medici. Ilin connection 
with Signondli. 5, 
htrenin di Oredi. 405. IllKworkK In 
Altoulmrg. 415. Porliu. 415, 
PariHruho. 409, (laKtlgliimo Kio- 
rot) tijio. 4 12. 1 >roH<Unn 415. Klc ^ 
KoIe,4ll, Kloreneo,407.4U)“-l2. 
Korl\. 415. Livorjiool. 414. Lon* 
don, 405, 415, Louvre. 407,410, 
415- Mayenee,. 408, MontmmL 
tuauo. 414. Munlid*. 415. Nap 
las, 415. Oxford, 41 L Pistoia. 
407 8. Itouiw. 409. 412, SchlcUH* 
litdm. 415. Turin, 115. Vtmlein 
415. Mcntione ,72, 174, 

180, l9L20t.229. 4l5, 42.5. 

ML 440, 450. 480 ^ - 14,010. 

522. 520. 552. 

Z/orcat/i di 280* 

hnrvnifi dl ( Veeidileita), f fl« 

life, 59, HIh works at ( larUruhe H 
05, <)o!<»gn<n 05, Klorenca. 05. 
05, PlottKa, 05, Hicitnn, Oo, 01. 



hoUKTO. 


FNDKX. 


MA/HOlJNr. 


(JIJ. (U, (if). — MoutioluuL 51. C)(>, 
08— i). H± 101. 

ijovvtiu S. Mnria. Sipion^lH. 78. 
lAica Ptwiolu M(Miti()U«(l. 0. 

/juca Sif/mvf'lU, Sco Wiji^nort^lli. 
Lucca, Duoiuo. Don Hartolommoo 
dolla Oatta. 07. 

— 8. Ai^oHtiiKK rioro <U CoHuno, 
iSaccliia. 

Martino. Fra nartolonmico. 
440. 

— H, Komaiio. Fra Ilartolonunoo. 
404. 448. 440, 450. 457. 4(U— 4. 
480. 550. Mariotto. 4K0. 

* - ^ip^nor Manni. Ilufifianlini, 400. 
Fra Hartolonunoo V 400. 

— Villa »8alto(*cUio. Fra Ilartoloin- 
inoo. 470. 480. Mariotto Alhorti- 
jndliV 470. 480.^ 

/Aicc*t Sijjfnorolli. 05. 

Luciano tla Volh'trL 58. 

Lucif/nmuh H. FraJicoHoo. Fiotro di 
(Hovanni. 77. Si|^uor(‘lli. 02. 
Luc(u 8. Fioro. A. dol Sarto. 570— t. 
405. 410 -n. 

Li/om, MtiHouin, A <lol Harto. 577, 
Foruf^itio. 205. 215. 200.240 1. 
005. INmtornio, 577. 


M. 

MnMiL MuHeum. AlloriV 5B4. A. 
<lol Harto. 558, 577. 570. 581. 581. 
585, (larlo DolooV 584. Fontor- 
mo y 582. HalviatiV 582. 

— H. Trlnita, Fioron/.o. 15. 
Maccrata, Ouoino. V. Fagani. 057. 

' H. (Hovauni, V. Faji^nni, 057. 

H. Llborata, V. I^ngani, 057. 
Malnardt Montitinod, 200. 505. 
Matmaison, A. dol Harto. 580. 
Afrt«»/((Hannicola).004, IUh worUn 
at CAm])ndpf«. 005. Floronc.oV 
005. (luhhioVOOO, FncoianoyOOO. 
FaHrt, 008. Foni«;ia. 005-0. 052. 
— Mentioned. 151-155. 181.,215. 
200. 241. 045-8, 360. 050. 
ManUann (A.), Montlonad, 61. 220. 
057. 

Mantm. A. del Harto. 508. 570. lU* 
phaelV 558, 570. 

— ilana Hti«annl. Bug^iardinl, 408. 

MufT /inloHh* Mtmtlomtd, 015—15. 
iltUtt*c(ana iu Valdicohlamv. 40, 

Maicco ^nlonhmi. IIIh work at 

Kletl, 150. 


(i05 


Marco M<iuiionc<l. ;16. 

/WV/raV/7m da FoHcia. IIih works at 
IlrusHolHV 504. Florouco. .500 — 

4. MontpoUiorV 504. — Men- 
tioned. 420. 

Mariano o I* J *eruf?ia. 071 . 1 1 is works 
at J^orufj^ia. 071. 

Mmdoilo AlOerimeUh Tfis works at 
IJorlin. 476. 488 — 0. (kunbridji^o. 
487. Carlsruho. 400. Castle Ho- 
war<l. 489. Florence. 408. 470. 
484 -8. 400-1. London. 475. 
475. 4^2. Lucca y 472. 480. Mu- 
nich. 400. Faris 485. 487—8, 402. 
Romo. 470, 485. 401. H. Fettu's- 
hurg, 401— 2. H, Fietro al Ter- 
rono. 422. Veuieoy 474. Yitcirho, 
401. — Mentiomnl, 212. .081.080. 
401. 429—02. 441, 445. 44:7. 440. 
450. 455. 450. 455. 400—5. 500. 
512. 522—0. 525. 527. 541. 545- 

5. 550. 554, 

Atamccio, Mcntioxuul. (>B, 101. 107. 

200. 420. 521. 567, 554. 

Al/m PapacclUh JUs works at 
Cesi, Cortona, Foruf^ia, Rome, 
H. M. del Calcinaio, Villa Fasstv- 
rini. 02. 0,0, 

Alamu H, Francoset). V. Fagaui. 
057. 

Atatdlka* Contile da Fabriano, 100. 

— S. Franoesco. Kuscbio.027.04L 
Loron;?o II. of H. Beverino. 110. 

— H. TheroHa. Loretisso II. of B. 
, Hevorino. 110. 

MaUcoIialduccL I lis works at Mont<^ 
miatn, l^aris, and Hionna. 001—2. 
Meutiouod. 250. 278. 296. 200. 
Afailco da Uuablo. His works at 
AsHisi. 119. 124. FoUgno. 110. 
120. Cualde. tl8. Muuicdi. 12L 
Nociano. UH. Feruiria, 120, H. 
FoUoj^rino. 118. HigUlo. 119. — 
Mentioned. 60. 92. 117. 121. 120, 
MO. 148. 

Maltco (U Giovanni. 81—2. lUs 
works at Asoiano. 83, Berlin. 80. 
Borffo H. Hopelcro. 83, Lemdon. 
85. Naples. 84. Flcnasa. 85. Hiow* 
ua. 83—5. — Mentioned. 51. 57* 
, 71. 73, U7. 151.302,074—0. 
kdurlno^ Mentioned. 644. 

Atammce, Museum, Credl.408 - 9. 
Gkirlaudalo (I )om,) V 420* Rairatd- 
Uno del Garbo. 420. 

AfmioUni of Ferrara. Mentioned* 
398. 





cm 

MKhANXIO. 

Mahnizio* Hih workH ;it MotitoTalf.o. 
247. m. JIOa-4. Snl)inti(>. KU). 
}J04. Tori’itn. .S(k'i. Vocc.iano. 
Melozzo «f Fovl\. Mnntumod. 7. 51. 

16G. 1C7. mi 
Mmlirtff* Mcntioiicid. 272. 

Michavt Anffi^to, MoutunuMl. 2—4. 7 
VI 17. 18.20. 104—5. 172.177. 
m-il m. 270. 28;j. .%?. JIOI. 
m, 580. 501. 50.5-5. 400. 450. 
454. 455-0. 458. 440. 455. 450 
-*01. 404—8. 521. 554—5. 5.57 
41. 514. 551. 557, 550, 502r~ 5.675. 

m mdolfo. WorkH at Flo- 
ronco. 450. 481. 550—2, London V 
475. Munich V 475. Prato. 555. 
Komc. 653. Venice. 5,55. — Mcn- 
tionod, 412. 420. 550. 

Michele Lamhertini. Meuiloned. 01. 
Milufu AmbroHiaiuu l^ooiiardo da 
Yiiuii. 400. 445. 

— Brora. Alunno. 128, FoH(‘hi.517. 
FraucoHco VcrhiH 557. (Icutile 
da Fabriano. 07. llio. Sauti. 12. 
InfifOfjfno. 104. Pontj^iuo. 207. lia- 
nluicl. 218. 224. 280. Sljifuortdii. 
4. 5. 50, 

— (bunillo Fumapjalli. Fra Barto- 
lommeo. 477. Uapluudy 477. 

(JaHtollmrco (lalho'y. Ibi, 540. 
PcrujjjinoV 242. .540. 

Duca Molni. I^n'U^i^in<l. 225. 
Dtiomo. Fram’<^H(5o di (Tiorj^iia 
07. 

PalaZ/Zo Borromco. IMnturiccbio. 
20,5. 200. 

'* ProfcHHor Moltcni. LuceV Hi- 
noroll i. 55, 

8* M. dollo (Iramt*. Ijoonnrdo da 
Vi3imb 574 5. 

Motleva, (lallcry. A, dtd HartoV 570 
BO. Fra BartcdommctiV 474. 
l^ullgo. 580, 

MuUmo (near AHHiHi), lnf?of?no. 105. 
MmclattU 180, 

Moniafjyuu Bart’*. Moutionod. 558. 
Monte* mluiat, Moutlou(nl,22U.407. 
MtiulefMoo* Dikhuo. M{*la««io.t501. 

— 8, Barfcol(mimco.(bvnn)HiuHy524. 
BpaKna, 524. 

W, Domenico. Molatisjio, 504. 

• H, Fortnnato. Molanydo. 505. 
I'lbcrlo. 545, 

B, Francoflco. (iloj?sioll. 125. Lo* 
rrnjso da Viterbo. 157. Mclan^sio. 
240 7.502 4. OUaviunoNelUV 


MtiatciT. 

80. Porii^iuo. 210.502 5. 55bc- 
ru». .5 15. 

Monicfalco. H. Doonardo. Medatuio. 
505. 

8. Bunduara. Mclau/.io. .501. 
Montvlifupc* Alunno. 120. 

8, Maria, Bcrto.540 8. 
Claporali ((1, ib). 502. J)om‘» Al- 
fauL 540 7. (Jiulio Komaiio, ,540 
- 7. Pouni 540 *7. lianbaol. 
540 -8. 

Montemiata. 8. FrancoHoo dl Pinu 
OaHtagniauo, Balducci. 501, 
Monle Milonc, Lorenzo IL of 8. 
Beveriuo. 11,5. 

Mtmlemorcino near Porufj^ino. Oa- 
poraTi ((L Jk). ,502. JN)nii )<‘0 Coc- 
eJii. 571. 

Monte intlciano, Ciunli. 414. Sijj^nor- 
(illi. 52. 

• 8. Lucia. 8i^nf>r('lli. 50, 

Monte ft mm, 8pafrna. .520. 

Monte 8. Mariano. 8. A^roHiiuo. 
PicturcH. 118. 

8. M. lUd Pozzo.* (lirtOamo di 
(lio. iloccati. UO 117. 

Monte 8. Kavino. Don Barf’ della 
(latta. 42, (Biirlaudaio (U.). 555. 
-I'j- 

Monte 8ta. Maria. Kipiondli, 52, 
Monte 8anto Pi(dranjjf<di. 8. Frau- 
ccMco. (JrivolliV 557. V, I5itfani. 
,557. 

Monte Oliorto (Hicinia). FrauccHtU) 
di iBorffia.Oli. Pacchiarottly205, 
Pinturiccdilo. 202 5. 

Montone. 8lgnor(*Hi. 25. 

Mont pettier, MuHilc Fa))r<‘. A, (ltd 
8Hrtoy5B2 *’5.Fra Bartolommeo V 
400. (ihlrlandaio (ILL 551. Ma- 
riams da PoHtdaV 554, 

Munieh, Plnakotlu^k, A,dtd8arto. 
570. 580. 58L ar(‘,H(daniniy 475. 
Drmli. 415, MuHcbioy 527. Fra 
Bartolommeo y 527 V 475. Fran- 
ccHCO dl (i(ior#<lo. 08. (Lmtlle da 
Fabriano. 107. (Jranaccl. 475, 
557. Marlotto Albcrfcimdll, 400. 
MaHaceio V OH. Mntt(^o da (bml* 
do. 121. Mlchtde dl Uidtflfoy 475. 
Pnctdiin. 585. PaetdtlarottL 585. 
Penifrino. 250 L 254 5. Pella* 
luolo (A,). 121. PuliKta 475. Ua* 
idintdV 254. Kfilfaellino del (lar- 
lio, 255. 527. 475, 



NAN<iY. 


INDEX. 


()07 


NatWjf. MuHiinm. A. dolSjirtoVrjHX 
DutjcioV S21J5. D«ruf?iin). 2:25 5. 
Koji^liniiiV 58,% Tadiloo Itartoli. 
225. 

JSmini Un^ihi'vtK Moutionod. 55(1. 
JNanoccw^ Work in Doadou? 58-1. 
Windnov 5H(>. 

f^antva. Muhoiihu A. <Ud HartoV 
508. Pto'uj^ino. 25% 

NnpU'H* Duomo. Doruf^’iuo. 2(l7.2‘l(i. 
- Montolivoto. Pintttruudiio. 21)2. 
200. 

MuHOUni. A, dol Sarto, 508 -TO. 
570. Di^rto. im. lirtm/dnoV 570. 

• (Ui)orali. 850 00. (Vrdi. 818. 
Era Bartolomno'o. 470. (iliulio 
Uomano. 570. Mattco dl iVuu HI. 
Poruj^iuo. 240. Plutiiriccliio. 202. 
200. r^tonaoV 570. Uiifracdliu(» 
dtd (ilimK)*? 4 10. UaokacdV 508 
^-70. 

PalaKsjo lidulo. Uaidund. 280. 
8<K). 

* (u(‘iir), S. (Jntorhia a Koriucllo. 
Mattoo <H (Ho. HI ■ 5, 

• H. M. la Naova. Donj:o!iiV 855 
0. Erauranco da T(dcoitiuoy 
855 0. 

S. (Hndaino. (Uiirlnndalo 
««hool of. 810 - 11. Piotro Anto- 
nio; 125. Siiaffun. 3U. 

N(^rl di nic(d. Muntionotl. 02. 
iXtirl iii Fhmtmnlu 185, 

AVn’orWo (<Ud Landl). IHh worka at 
(Jolo^nn, OU. Siomia. 00. - Mpu- 
tioxunl, 57. 70. 79. 

Nkcola Tvmmmi 185. 

NkcoU) Alunnth Stu^ Alunno. 

NiccoU) ihHheratnve, H(u^ Alunno. 

m. 

NimM HIh workn afcArossKo. 
45- -O. ,Eloronc(‘. 48. I^rato. 45 
8* Eomo. 45 - O. 

Novet^a, Duomo. Alunno. 180. 182. 

Loronjso IL of Sovorino. 118. 
Nodttm^ Mattoo <la t^naldo. 1 18. 
Ntwck* OlmroU dal Uonarlo. .lat*. 
Blculo. 382. 

-- BH. Annnnxlata. Jao.Slcnlo.im’i. 

0. 

OtMifo dl (Jrudi. 408. 

O^rriko da HttUldo. Montlontul. 

37.96. 


^^\NI<IAL M. 

(hiojyw da Eabriano. 100. 

Ornzio Alfani. Soo Alfani. 

Orvftpmf. Montioncd. 185. 430- -7. 
Orfmrh of P(o*upa. Hin wovk« at 
(Jiibbio. 844. Montioncd. 04. 
Orvialo. Dnoiuo. (lona’a, 10. (iJoii- 
tilo da Fabriano. 07. 108. Ghir- 
landaio (Day.). 520. Poruj^ino. 
184. and foil. 208. 201. Pintur 
ricchio. 180. 201.270. Sijjnorcdli. 
10 22. 181. 208. 

(Jana Gualtiiovi. Knm‘bio. 104, 
811. In^^ot^noV 104V 841. ,Ka- 
jdiaoly 1(54. Sif^iiorolliy 104. 
(‘ana Pi(itraiip;c4i. (Ho, Poccati. 
J 10. 

S. Honiarditio. TbiV 840. 

Osimo, Goutilo da Fabriano, lOC. 
Pcriiisy.u 808. 

(Htmiuno Mavlini FfllL 87. Hin 
works at AHHisi, 02. Folig-no. 80. 
00 1. Giibbio. 88. 0;i. 00. Montc- 
falcDVHO. i'onif^ia.HH 0. Itonic. 
08. IJrbiuo.OO, MonUoued. 100. 
(Ktifortl, ITiiivcrbity Gnllory. Alun- 
m 184. A. dol Sarto. 576. (trodiV 
414, Gramu'oi. 580. 540. Marco 
J^oplio. 85. IkoMijyiuo. 224. Si- 
llfiiortdlu 85. 

Dr. WidloHloy, Pcrngino. 210. 

P. 

lUwvhia (dol). IHh w<>rkrt at 14011- 
dou. .'188. Munich. 888. Ponti- 
gnano. 880, S, Potornburgy 888. 
Siomia. 87 -O. HO-— 8. — Men- 
tloniul. 78. 885. 874. 401. 
Pavohim'oUi ( ( Haconio ). 1 lU workn 
at Porgo H. SopoIcroV 870. Flo- 
raucc, 878. Sienna. 877-" 88, — 
Workfj qrroncouHly anslgncdi 
888. — Atontionocl. 57. 284. 874. 
Pacdtmo (church <if), Franceaco 
dlGaHtro Plobis. 171. Manui.dHO. 
Paiuoio Club. 551, 
i*nUmmh* Glvcrchio, 401. 
Palmtixzuno. Mentioned. 124. I5(k 
864 -5. 

PmwUi of B'orrara. Mcntioxnid. 864. 
Panhak. Duomo. Ganorall. (0. P.). 
861. 

S. Agowtino. Spagna. 228, 

- (near). S. Salvator<H. Oamrall 
(a Ik). 801. 

— H. Hnbaiitian. Pcniglno, 227* 
‘ nt 80% 
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i*t(nsli(uu)vr (Ijoivl (Iow'Iku'J A* (U‘l 
S.'ivl.o. r>8i '5. ‘tGH. 

Frii Hju'l.uloiiium'.n, 410 -51. 4(>() 

‘ ‘7. IN‘.ru)j;'iu<). "25'2, Fuliji^oy 

585. 

/V/m. (ifiloriit Alxil. Fni Hario- 
l()inm<‘.(>y 4,77. ItaphaolV 477. 
(Jltiuy Muho.iuu, (itoutilo <la Fa- 
bviauo, 107. (ilhirlaiulaio ( Dav.). 
r»"JS0. Ijoronzo Monaco. 107. 

- Kx-li<*.au(‘.(>uHin oolhuOiion. Ma- 
riot-fco. 510. Sojjfliaui. 510. 

— Mr, .Joly do lianumjvillo, Fin- 
tun<!<*.hio. 10. 

• - Mr. J. Lafitto. A. dol 8art().570. 

— Lotivro. Ali’aui (!).)• 070. AI- 
I'aui (().). !170. Ahiniu). IHl. A. 
(Ud Sarto. 502-0. 570. 584. 587. 
Ilalduoai* 002. lioniardino oTFo 
nijcia, 001..071. ^u^i:ia^Uuiy4i)7— 

8. (Jrtidi. 407,410.4 10. Fra Itarfc<» 
lominoo. 452—0. 401. 404. 481. 
Franc, ia Hij^jfio. 504* 7. (lliirlan- 
(laio (H.). 510. 521. (llurlaudaio. 
(R.). 520. lu{;i3«'Uo, 101. 105. OOH. 
070. h(M,niardo. 400. 440. 550. 
Manni. 008— i). Mariotl.n AllKirii 
ncIH, 451. 485- -7. Fcrnpno. 157. 
170. 220. 250—2. Fb'.ro di (Jo.si 
mo, 424. Fintnricchio. 20.S, .028. 1 
Foiiipco (!oc(dny071. K*.alVa<drnn» ■ 
del (Oirho. 418. R;ipha(d. 452.1 
504 — 0. Sano di J^ictro. 70. Hi- 1 
^^nondli. 15. 00, 01. Hpaj^uayi 
208. 028. 'rUnndoV 208. | 

- lionvn*. K\“()anipuna. Alnuiuaj 

100. Fcru^nno. 252. j 

-- Mr. <). Miiudlcr, (Inutile <la Fa- ' 
Ind^uio. 107. I 

Fx-Orlcaurt (inllcry, Porujj^iuo. 
104. ; 

«*- Fxd5MirtaU''‘H (lallcry. MnrioU<» , 
AllKU'iiuclliV 402. 510. Hu^lianiV 
402. 510. 

— H, (Icnunin rAuxtu’roiH, JN'.ni 
^iun. 205. 

Mtuitinniul, 070. 
i*<tm Spiuel/t, Mc.utidtunl. 40. 
/V/5'av;.(!hurch(>i’. HpaffuaVO'JO *7. 
Dumtio. FranccHco tli (?iur 
gin. 07. 

OertoHa. Fra Itnrtolonnnufa 451. 
Furugima 220. 

Viu<'t»uv:i> Pagani. 0,57. | 

• AirAinairicc, Liu'cn/.u 11, dt‘H. 
Hcvcritid, 112. I 

(Ildmcni<M>). Ilia wurkn at 


Arc/.y.o, 40. and Hargiaiio. 40. 
M<'nti(>uc<l. 45. 47. 48-0, 
I*t\Ut\firino Mttrmm, IIiH niluiatur<‘,s 
at l*icu/.a and Hicuua. SI, Uis 
workH at FiHa and Hitniua. St. 
I*mmL Moutioiicd. 015. 028. 

I^erino ('mmroo uT J^jrugia,. 071. 
Ills workH at and near Hpolcto. 
072. 

/*erhio del Fagu. Mentioned. 510 
—14. 

/Wifffia, Cambio c.baiad. I Id, 008. 
(liaunicola Manni. 105. .007—8. 
Porugiuo. 207. 200 *15. 201. 250. 
000. 008. Rapba(d.214. Hi>{ignaV 
000 . 

- (OiioHa del Caporjili ((1. 

B.)y.002. 

- Church ol the (hntiimmda di H. 
Oroco. Boidigli. 147. 

•• Carmim^ AHaid. (Doin,). 000. 
Alfani (Orardo). 000, AuhcIiuo. 
000. Bontigli. 147. PeruginnV 
147. 

- CnUcgid dc’ Nntari, IbniOgli.?!. 
Ihi, 010. 

' (b>ll<5gid(lrt5goriani. Airani(l) J. 
, 000 . 

- Cnmp" d(dla HS, Anunn/.iala, 
Aluuuo. 128. 

- (b»in)>ag»iia di H. Fiorimxo, P>t»n- 
Ogli. 145 0. 

— (bmi‘ra,t(‘rnita d(dla CiuHtirda, 
HouOgH. 147. l'd<n’{mr.d. 100. 
Pdinju^n (knudii. 07 1 . 

CoulVatcrnitk tli H» AgcHlIma 
AUaui (().). 070. Manni V 000. 
040. lid. 000.010. Pcnigiudyo?!. 
Pompcd Cdctdn. 071. 

— Conrraternith H. HcrnanUno, 
Pnnigiuta 215, 

• (k)ntVat<*rnith tli H, CitiHcppt*. 
Pcrtiginn. 217. 

- Ctmt‘ratt*rnith tli H. M. Nnvtdla, 
Hen H. Pictr<» Martin*. 

Dntnun. Ht*<s H. h»»rtm/.t>, 

• - FnrtrttHK, Pnpaccllo. 00, 

■ Callcry* Alfani (Ih). 008, 000, 
000—7(1. Alfani ((>.), 070, Almi 
ntt. 120, 001. ItcrimrtUnt* of I'c 
rngbi, 000. llcrto. 047. ilttnligU. 
140. 1 15- H, 157. Bart*‘ (’nporali, 
150,050. I)<nn‘* Itartdbn 55. Mit 
n»‘bit>. 010 2. Fit>rt*ir/<». 147,150 
150 7.158 00. 100.050. Fro- 
Hctntofthc 15'^ctmttu‘y, lOS. I lorn, 
(IhirlnutlaitiV 158—0. (Ho. I0>c- 
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c.ati. no U). 1 hi. iUi). lii- 

150 . 100 . , * 151 ). 
Mauui.'OItr) (). Miuilt'^ynay 
irrJS. MnUtiu (III (lujildo, 120. 

lOS— 0. 201. 207. 210 
211.245,250.000-7 020. P.Oo.lla 
Krnii<*<‘M<ui. 120, JOiil.(iri<*(*lu<». 
200. 00(>‘ '7. PoinjKMi (Nk'.cOu. 
071. R.JipluMcl y OlO. 000 

- -7. 025, 0'i)u‘ri(). 01 1. 

Poruifut, lliillcria (!<niutisOil»Hi. Lai- 
iiin/.io (la Mihi(.o I{,ubiini<». 002. 
rdruj^iiio. 215, IJaphadl. ,‘Ml . 

♦*“ (iicarj Mui'c.lli. OOluM’io. 0 1 1. 

-- Tnlazzo P(‘inia. l'’ra Ilartolom- 
UKioV 177. l'(irn|;’Iu(>, 201 2. 

■ Palay//.o PuMiIu’.o. Allaiii (iK). 
070, H(>nti;,»‘li, M-1 -I. Fiori'ii/.o, 

157, tod. 105, Maimi.rdU. IVni 
17 1 "*'“0, 200. 215. Picit’d 
(iult'oiiii. 170. Santo dt Ap 
piillojuo. 177. 

-**- S. Aij;n('«(*. KuhcMo. Oil. Poni- 
p^luo. 210. 01'2. 

S. Ai;;ostino, All’aiii (D.). 008, 
All’aui p).)y ,00.H, lOu'cIo (PAf,^ii(>‘ 
lo, 217, Mit.-^chio. 207. O lO. Pio 
lanr/.o. 100, (lintioicola MannI. 
210. ladlitM oT Vcllctri. lOH. Man 
ui. 000. I’ariiKiinn 217. 200,200 
42. 211. 210. 000. 

S, Anna. 212. 

- ^ S. Aninuin, Kaidiacl. 200. 000. 
S»S. Aunmi;^lat.a, (Ji<ivauui di 
071, 

S. Painriua, naniarduin of Pa 
ru|jfla.. 000, 

— - S. Ucnwirdliua 11111(1 (P.-Vn 

l(Mun, I'M, M5, Mauui. 

OJU). PiOMi^huK 020. 

*• S, Danu'iiu'o. H()nl4*;H. 105. Mo 
• 1, MO-- 7. <l(*nl ilc (InPaliriaiui. 
105, (Pn, lltKcati. 55. Ill M5. 
Mnnui. 025, 005 0. Mariana at' 
Paru^ijia, 071, Spaj,!:ua. 025. 

S, Ptaranz(». All’ani 070. 

S. PranacMaa, Ali'ani (D.nudO.). 
008,070, llanOjfl^li, M7, Plaia’iiza, 
M7, MH. 150 2, 150, 105, Mat 
ta(» da <0tald(». P2ti, Pap.ncadla, 
00, Poni^rlna, 2111, 207. 215, Pi 
HaiU'llaV 150- 1, 1 00, 

H, PranncHtn^ at Mauti*. Paru 
j^iua. 210. 21K 10. 2-15. OOO. 

Hpaiyiia. OOO, 

VOla nu 


PcrunitL S, Portiiuato. J^oiaininu. 

220. 

S. tiicji’pa. Pion!iiZ(». 100. 

S. (Jirolanio. Pinturic-cliio. 000. 
007. Spa^^’iia. 000- 7. 

' Sta,. (i in liana. Ali'ani (I).). ,008. 
IJcHo. 017 8. (laporali(P.). 150. 
;j.50. Pam" Jlartoli, 5 1. Pioronza. 
150. 050. Pa(lovi(‘,a (rAiif^ali, 150, 

— S. liornii/.a. Jloulijjjli. M8. Ca- 
parali (0.). 050. Lodovica (P Aii- 
^ndi. 1 00. Manni. 007, P(‘nij>^ino. 
217. 255. .Pompco (loc.c.lii. 071. 
Si<.'’nan*,Hi. 10. 

— S. M. d(‘lla (fonsola/.ioun. rSae 
S. Piidra Martiro. 

S. M. di Vor/ara. JVIainii. ,000. 

S, M. Pra PaHHi. Panij^^ino. 212. 
Pintnricadua. 270 -0. 

— »S, M. Nnava, AHani (().). 070. 
Aliinna. 128, 120, Piarnnza. 150. 
1,58. 215. INu'tif^ina. 158 0. 210. 
211 5. S(‘l)HKt,iaii d(l Piamho. 
070. 

S. PiMro. Ali’ani (P.). ,008. Al- 
I’ani (O.). 070. Paulite;!!. M8. 100. 
Pana PoiiiV 012. Pusalda. 025. 
012. Injrt‘fj;'na V .021 5. Podavico 

(P.\tij,^cU. 1 IH. 100. P(*riif;^iua. 200, 
205—7. 21.5. 210‘ 2. PiniuPu- 
(•liiaV 200. 025. Spajii^na. 200, 021- 
5.012. 

— S. Piatra MaHira. Paru^ina.200. 
201—0. 215. 21H. 221. 

S. Savaro. lianuualina of I’aru- 
f»aa. OOP (lapamliV 002. Pani* 
^Ina, 207. Pampaa (Jacalii. 071. 

— S. Simam^. Padaviaa (P Anfj^ili. 

too. 

S. Simona a Phida. vS(u‘ (Jar- 
inims 

S. 'raninniHa. Manui. 008 0. 
Sarvi. Saa M, M. Nuava. 

Hijvoar I‘''anta(»<'liiatti. Paruj^Iuo. 
215. 

' ■ Sijt;n(H'Maraltini. PiOMif^ina. 210, 
Si^nto' Painpaj,dini. (ijipornlUM. 
IP). .002, MamiP 002. 

SijLruar Viu(MMiZ(» IPnlalli, Han. 
nt,di. 7P MO, 

Pvvutii ^IPj. OHP UM warliH nt 
Harlin. 10 1. Hda^nn. ilOT- H. 

(Ptrpi. 000. PubUnVlOl. Krtan 
rial ttlia) 008. PlaranaaV 4,0 1 . 
Pandou, 008. Orttia. ODO, Ivaina, 
085 117. 058-1). Siamia. 08 P 
01)0. Tnmj <U HlliinnaV 400. 
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101. " ' Mcjitioiuid. 

4. 

/V.sW/f, Mt‘uUoiJt‘(l. 174. 107.^201. 
Pesc.lfhuK MoniUiiuid, 107, 

/VV/zi’ (li IJiirtoloiu 

moo. 457— 8. 401. 10;l. 405. 471. 
Krn lOiolino. 470. 

Pwnta, (lompa^niia <li S. <Uo. .Mai- 
fc ( U ) (li (^ io . H 5 . 

- Duomo. Ijoron/.o (UPio.tro (Vo.c> 
cliiottn). 00 "4. Mattco (U Oio, 
85, r(dloi;;riuo Mariaui, HI. Sauo 
(U Piotro, 70. 

Pier Ar()rio Posili. 88. 

/*ier Pv(nwe,wi tU Suiulro, Uin works 
at kMonsncc. 4ii0, 

Piero tliilin Pruneemt, M(jiitiou(Ml. 
ti. 5. 4, 7. 15. 20, ‘22. 57. 41. 42. 
47. 50 --1.55-0. 72. 75. 82. 108. 
115-10. 110. 120. i;t0— 7. 158—0. 
144. 150. 152. 150. 107. 171 5. 

181.501. 570. 587. 

Piero (li tUmmo, 420. HIh work.s a I 
liorliu. 425. KiohoU^. 425. Plov 
(‘iu'o.42l 25. L(>0(l(m.425. LtiC' 

(MU 422. INiriH. 421. Itonuj. 421. 
(S. ri<*tro al Tco’roiio. 422. M(Oi 
tumc.d. 55. 412. 420. 450.454.4 1 1. 
500, 521 ,5. 525. 527. 557. 515. 
545. .578. 

Pitlro Anitoiio <la 125. Hi.- 

worlus .'ll) AhhIhu 121. PoUfOOi. 
125 4, Nariii. 125. Studio. 125, 
'ri'ovi. 125. Mmiiioiu'd. 02. 120. 
155, 

Pietro <l<t PorlofOL McntiomMl. 4 10. 
Pidrodi flohotlo, 11 iH work at I'c" 
i'u/.i;ia. 170. 

Piefro di (iioronui I'tteei, 71. Uu; 
W(H‘Kh at Ahcuiuo, Locii^iiaun, 
and Hioiuuu 77, 

Pietro Pomntiei oH Sienna. 570. 
Pietro PerH(}iiio, IUh lurtli, ednea- 
tioii. 170 and roll. UiwwttrkHal 
Alnwiek. 220 1.212. .Mfconlmr*', 

255. Ar(*/,/.o. 171. AHetdi. 252. 
AaxiHi, 254. Iterlin. 251. Hettona. 
255- *0. Holii^^ua. 210 50. Itor 
d toi u X . 255, H i > < > S . S e i m d e n » ,2i H J. 
210, Itownod, 252. HruaHeU? 255. 
Caen. 217. 252, 255, (‘antiano, 
217. I'atdij^ltime del ha^n. 217. 
(:er(iUeto.l75. V\i\h della Pleve. 
220- 7. 251. 250 7. (Nireintuu 
207,240. (Irentemu lot, Dresden. 
254. OuIvvieliV 252. Kano, 207. 
214. KleNtde. IHl, UM, KInrenee. 


182. 185- 0. 101. 102. 105- 0. 
20(5-7. 215. 225. 220.2:10.255. 
247—0. 255. Poli^nio, 2,52. Konli- 
jjfnauo. 215. Pranld’ort. 255. (los* 
ford 11 ouHc. 2.52. (;lr(moblo. 240 • 
1. naj,;’n<i. 17.5. Hampton ('JonriV 
251. La Krattn.252. London.175. 

22.5. 225. 228. 247, 250-1. Lyons. 

205. 250. 240. AlarscdUoH. ‘242. 
Milan. 225. 242. Monti^falco. 240. 
MontoiKi. 2.52. Mnniedi. ‘254 - 5. 
Nancy. ‘225—0. Nauti^s. ‘240. 255. 
Naples. 207. ‘240. Orvioto. 18 1 
auil foil. 208. Oxford. 210. Tani- 
ealiu 227. 251. Panshan^m*. 252. 
J‘nris. 175. 170. 205. 220. 250—2. 
Tavia. 225. Penifj^ia. 174—7. 200. 
‘201 ‘A, 205-7. 200. 215. 217— 
20. ‘25L-2. 2,50-7. 241 - .5. 241 - 
0, 255. 525. Pistoia. 105. k,onie. 
175. 177-’ 0. 180— 1. 187 00.200 
-1.205.207. 200. 217. 210-21. 
221. 25-2 “ ,5. 210. 250. ILme.n. 
205 0. 250 ■]. S. PetersOuriJf. 
255. Simula. 25 1 -.5. 577, Sini- 
f,fa^dia. 208, Sjndln. 258 240. 
Stras)mr^^ 210. 5'oiilonHtM ‘210' 
5’revi. 258. 240. 245. VeniiMU 10.5. 
100. 2.50. Vitnina. 102. 217. 25,5. 
Volie.rrn. 25 1.-- MentMnie.d, 7. 0. 
17. 24. 57. .50. 40. 4.5. 82. 88. 101. 
120. 117. 1 18, 150. 15:i 0. 101. 
1 05. 1 08. 250. 205 0. 27 1 7. 28 1 . 

288. 280. 2,01. ,505. .500. 508. 512. 
511. 510. .525. 5.11 -.5. 5P2 ,5. 
518. .550. 552. ,551. 557. 500 ,5. 
.57,5. 570. ;I70. 105. 405. 107, 4 10 
" L 1 Uk 450. IHH. 402. 527. 500. 
57L 

Pintail ((L), Se(’ (rn»vantd, 05. 
/*itdt(rit e/ihf (IleniaiMUim). llisldrlh, 
250. Lentil. ‘205. Ilis worka at 
AlOmlnief!^. 508. AineUa, 207. Ah^ 
MisiV 250. 207. llerlin. 207 8. 
liettonn. 207. (’liatswertli. 2H7. 
dittk di <5ist(rll(». 5;j. 200. DrcH- 
den. 207, KLnenee. 200. (inlitiio, 
207. Irelniid. 200. La Praita. 202, 
Letidnn. 105,257.205.200. Milan. 

20.5. 200, MonteOlivettv, 202,205. 
Naples. 202. 200. Paris. 20H, Pe- 
rn'fin. 270 -.5,200. Kavelina. 100. 
Kmiie. 101. 257 * 70, 202, 205. 
585 0. S.S(*verinu,275,SeldelHH'> 
heiui. 208. Sienna, 270. 280-^00. 

201 2. 201 5. Spidln. 275 8. 

202 U. Sp(deto,271. Vieima,20B, 
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I. 11. I(> 17. iil. :tn. I 
7:1 M8 i). 150-^1. in.'l. 155. 157.: 
158. 108, 170. 187. 101, ^210. 
t>;M. 005. 010. 018. 005 -0. 000- 

.10. oai. 018. 010. 050-^2. 0.51. 

055. 000. 071. 070-5. 070. ,08:2.' 
081—5. 087. 001. 

Acadt^iny. (Jcnllhi da Fnbri 
aiio. loo. 

- (<(>mi)nj;nia di S. FraucoKCo. A. I 

d(d 8iirto. 515. 8oji;liani. 515. i 

- jfUKMHo. A. d(d Sarto. 515. .572. | 

INodiio d(‘l N'a^a. 511, Soj^liani. ' 
5M-15. I 

- I*ia (Oi.sa didla Misoricordia. | 
(ifjuUlt' da Ka))riano. 100. 

S. <5itorina. Fra liartolomnioo. 
150 1, Mariotto AlhoriuudliV 

-150 '1. 

-- Sifjcuor 'roscanolli. Follograio I 
Mariaiii. 81. I 

f7itunv!hi CV%). ,lVIantion<‘<l. 80. 00. 1 
117. 150. 100. 1 

PinioUi, Al tJ<^})j>o. (5ro<li. lOB, j 
• 0()iivout<» di Sala. (loriuo <la | 
rinioia. 052, 1 

Duomo. Cradx. 107- 8 . llo. (?<* | 
ritto da Finiota. 050, | 

Fala/.ico d(dla (^oiuitiiHlt. (larhio | 
da FiMl.oia. 051. Fra Faolino..l82. 1 
' • K.x4*u<H'iui (lallary. (lonldlc da ' 
Fa)»nati()V 102. I 

* - S. Axidraa. (larino da Piatoia. I 

tm. ' 

• K. Domoniao. Andn»a da Sal<»r j 

noV 181. Andraa dal Sart(>y 181. ' 
Fra llartolomnuu). 401—5, Fra 
FuoUno.lOl - 5.481-.’ 2. ■ 

' - S, Foliian Uuruardino lUd Sif?iior ! 
a<Hdo. 478. I 

- H, (Uo, FuondvilaH. Ilarnardliio ; 

dtd Sii^^norniado, 478, Fra FaolF 
no. 4Ka. I 

' - H. horcn/.o. nonmrdiiio dal SF j 
f^«oraa.<do. 478, I 

H. M. dalla (ira/.ta. <’radi. 408. ' 
Fra lOudiuo. 482. 

« H. M. dall’ Utiulti'u (lariuo da. 
FlHtotn,051 2, Fra FHuIin<». 181, j 
- - 8. I'iatro Mnfi^f?ioro, (larino da 
I'intoln. ,050, (Hnrlaadaio (,U,', 
528. ' 

8arvi. Fra Faollno. 4KO. I 

PhtuiiUn JIar worltn at Har- : 

HuV IH.'t. Floranaa. 480. 
Po^Kfihumu 8. laicaUaHo, Uariuw <la | 
FlHtolH, 051. 1 


Pofjfjio a Ottiano. Allori. 511. 505 
—0. A. del Sarto. 511. 545. 505. 
Frautda JUf^io. 5U. ,505. Fojitor- 
mo. 511. .505-0. 

PoUmuolo (A.). McntioiUMl. 66. 174, 
180. 107. 201.. 121. 

PoUaiunlo. Simone. 180. 222. 
Pomnrmwi(h Mautioned. 8. 
/*om7nmfflfhin, A. dal Sarto. 57(5. 
Pomiioo CnevhL llis works at ]\|oii- 
tamorciiio. 071. FariHy071. Perii- 
fria. 071. l^Icmtiouod. 062. 
PanUfjnnno, (Oiura.h of. racchia. 
080. 

Pontoim. Works? at Alnwick. 580. 
Fl(»r(mco. 500. Loudon. 584. Ly- 
ons. 577. Madrid? ,582. Kjiplcs. 
,570. Fausban^iu’. ,585. Pofjfj^io a 
(‘aiano. 5(55 -(>. Viinina. ,580. — 
Mautioned. 487. 500. 55 L 
!*otmiu, Itoine. ,080. 
i^ntUK Duomo. Fra Finpj[)o.8. Glur- 
laiulaio (R,). 520. 500. So^p^i. 47. 
' Mad<»nna <i(dIo Darcorc. Sogp^i, 
45 — 0. 

— 8. iOero Martira. Sop^p. 48. 

• 8. Roceo. Ghirlandaio (R,).500. 
Mieludo di Itiilolfo. ,500. 
Pt'atnvvi'vhio* Dom. Hartoli. 58. 
/Wpo, Near lO^rup^ia. AU’aui (D.). 
.070. 

Pt'tuuwvbiL MantioiuML ,071. 
Pi'mpei'O Po7iti(7ui? Loudon. ,008. 
PitcrhwtiL (OOie). OOuur works at 
FIonuice.40l. Munich. 475. 8i(Ui- 
ua. 40L 'rorre di Dihinno. 400 - 
1. Ohirin. 474. Vtuiitu^? 474. 
/Vd/V/e (Domenico). Works? at 
lirist(d? 420. PIorenc(Fi» 474. 540, 
.570. Loudony470. 582.581. Loup 
lord Fastlo ? 580. Mo<lcn.a? 580. 
Munich? 475, Panshatip;or? 585, 
S. Petershurp:? 402.58,0. Vhuma? 
580. Windsor GaHtlo?5B6. — Meu- 
tioned. 45. 

B. 

PalfuMtm del (hfvhoAX^* Dirt works 
at !lerlin,4t7, Drasdon.'llH. Flor- 
ence, 415— tO, Loudon.410, May- 
anco.420. Napl«H.410. Paris. 4tB. 
Sienna, 410. Veniea.410. Vienna. 
411L 

HaphavL His works at Dresden, 458. 
Dudley House. 210. Dulwich,252. 
Florence. 401. 400. 485, 501* 668 

39 ^ 
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—70. ciourt. m Lilltt. 


:{00. Loudon. 507 -8. 553. Mi- 
lim. 31H. -177. NaploHV 350. 5()8. 
570. PnriwV 477. Ptuni#;ia. 31*1--* 
111. 350. 255. 515. 505. 580. 

50 507. 555. Sionua. 2B0— 0. 
Stockholm. 5 1:7. Vatican Gallery. 
220 - 1. -- Minitioiiml. 5. 20—1.’ 
2,5-4. 44. I2(). 140. 155. 101, 104. 
too. 224—0. 255. 240. 200. 27.1. 
505. 505-0. 515-18. 527. 550. 
551-55. 558. 540. 545. 510.551. 
554. ,557. 501, 500 *7. 571. 575. 
580 -1. 585. ,587. 500—1. ,50,5—5. 
4,50. *1.57. 440 -4. *148. 440. 450. 
455. 4.50. 401. 475. 470. 401. 400. 
502, 505 -7. ,522. 524, 525—0. 
550. 552. 550. 557. 502. 501. 58,5. 
lUtpluid ih, iUtpnmbua, 415. 
itup/iad ilc 410, 

liuphml del Oatle, lUrt work iuLou- 
douV 475, Montiiomnl. 570, 
lUtphuvl di Citld di ('dfitelln. 20. 
fUmumu Gallery. (faporaU (Ih)y 
Klov(m/.o. 550. 

— Galleria UaHponi, Fra llartolom- 
m(!o. 442. linphacly 442. 

Hevtinttli* Dnomo. .Godovico <l« l/r- 
haniH, 114. 

Ikmhvattdi. Mmitloimd, 400. 
lUrviu (of Si(Mma). Mimtumod. 15, 
lUviL S. Antonio al Moutu. .'Viito- 
tiiiiH of K.omc. 107. 

S, (ddara. Marco AnIoniaHHi. 

100. 

" * S. Franc, crico. Jac. Sict0(K 551. 
Hintddo of MantuaV London. 50 H. 
flatro Aoppo, Mmitumtnl, 255. 
ilomann /imho. Sienna. 201. 
fiome. Ihdvodorc, l*iuturicchi{».200. 
nlHcn/iio < ftdUuditMV (cxJ.SpiiKua, 
527. 

Fx-Gampana Golhuitimu IFuk di 
M<»ntc Kuhiano. HO. 

■ (tumnedni. INn‘njjfin<». 220. 
(’arall’a (Impel. Filipplao, 107. 
"--Ga])pclla Ihudina. M. Anjifclo. 

400. 

nnmr). ('astcl Nnovo. Antoniaw 

fcj. too. 

- CaHttd K. Auftolo, Piuturicchio, 

205 7. 

Farucnlna, Daniel da Voltcrra. 
580. (Uulh»HoniHUc),542. Michael 
Angelo? 581). rcru«»i. 587, 5H0. 
505. INmsHln. 580. Uaphacl. 580, 

401. Schaatlau <Ud l^lomhn. 580. 


noMm 

Home. Gallery of tho(5ipitol. 
nohi V 240. Fra nart<doimiico. 474. 
F. Fraucia, 240. Fraucia (G.). 
474. Dorcimo di (h’cdiV 240. I'o- 
riigino? 240. Gentile da Fahria- 
noi 101. 

— .JamcH Stuart. Dukii of Albany. 
A. del Sarto, 577. 

■ La Maf^liaiia. Khiphaol. 514. 
Spagna. 514. 

— LoHt workH hy Mariotto Alhcr- 
thudli. 485. 

* Monluu'.avallo. INonuiKi. 507. 
MonU^ di Pudi’i. Aliiuiio. 120. 

- Muhco Gristiano. Gio, di Fuolo. 
HI, Fhitiiriccliio. 205, fSano di 
Pietro. 70. 

• ’ Fala/i/iO Harhcrhii, A. del Sarto, 
570. ,581. 582, 581, 

— (OUlerianorghoHo. A. del Sarto? 
570. Uertticei. 240. 553. (Iredi. 
400. 415. Fra Ilartolommeo? 474. 
178, 4H2. I'h‘a FaoUno ? 474. 478. 
482. Ghirlaudai(» (IG). 555. FerU' 
ginoV 240.555. Fiutnricchio. 205. 
U.apha(d. 515. 505. 570—2. 555. 

' - I*alax55o Golonna. Aluntna 120. 
Bnguirdini, 400. Perugino? 240. 
PlutJirici'liio? 210, ,525. Hpagnu. 
240. 525. 

Ihila/.xo Gi^rHini. A* dol Sarto? 
570. nngiar<liui? 570, Fra llar- 
toloinnu‘ 0 , 40H'“70. 475. 

Palazzo (Ud GonHorvadori al 
I (‘ampidogIi(», hige^u<», 104. Pin- 
tnricchiiK 104. 

' * - Paln/.;^o Djunenlco della Kovtsre. 
I»iuturicchhN 257, 

- Doria Gallery. Marco llaHaiii. 
240. Perugiuo? 240. 

Palnx/.o Farucrte. Daniel da Vel- 
term, 580. 

Pnla/./.oGahrlclli. Uaphaol?5U0. 
i Hpagna. 500. 

1 Mtmeo Pto (jlomenium. PlntU' 
ricchio. 200. 

i * • Uof^piglhmi Palace. Guido. 505. 
I •' Palax/.e Sciarra. Frit Uartolem- 
! me(P? (74.470.482. Fra PaoUno? 
474. 170. 4H2, PeruKlno. 240. Plu^ 
tu ricchio. 250. 

' Pithtx/.o Hpadtu A. del tJarto? 
570. 

-•* (jluiHual. AuttmlaHKo. 168. Fra 
Hartol(Mnnmo.450 * 60. liaphael? 
450-00. 

- Itaphanl’H huuKC. 25T» 
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li<mu\ S. hi Trastovoro. 

— Clnmciitiil Masnooio* 2;t0. 

— S. (’roco in (Uu'iiHalemino. An- 

louiaHHoV tiTO. (‘a- 

poralL (hIt*,‘J00. INM’iixyJ. ;IH5 
rhi1un<*.clu<)V'270. Sipi<)r<‘,llt.iJ7n. 
s. Fraiic*(»Haa Uoninna. (huifcih*. 
<ia Kabriano, KM. Ibi. ,'M5— (h 
'• S. (Ko, l;at<n‘au<>. t lU. 

(icMitilc <la I'^nbriniu). tO-i. 

- S. hon'iizo Tuori U\ Mara, rin- 
ttiriccluo, 270. 

S. Alaro.o. Koniji^iuuV KM. 

— M. (lol ro|»(0a. Mat'cto 
tolli. 2/i7, I’lntariacluo. 257 -■()(). 
Raphael. ,'115. 001. 

' H. M, (loir Aiiima. MIoIumO An- 
jcolo of Sionaa. OUU. Korazxi, .000. 
'rrib(0o. 000. 

— -’•H. M. (Idlla Kao(\ (laudo.nsjio 

RorrariV 005—6. lNa‘u/./J,.001 
-» H. M. hi AraotOi. I'’ranooHeo da 
(0Ut\ (li (Ja.sboll(>V 20H. Klnfcuno- 
Ohio. 207-0. 005. 

H. M.Mappfyion!. (hiddo (hidtll.HO, 

‘ S. Maria Nuovn, Soo H. Kranoi'H- 
(‘a Rdtimnn. 

S, M. Hopm Miuorva. Filipiihio. 
•115. Rairaollhio del <larho. 415. 

■' H. Onofrio. Vaviv/m, 27(J.0«5 0. 

lUnturio^chioV 270. 0K5. 

-- iB. Raolo fuori lo Mttrn. Autoni- 
aH«o. lOH. 

■ H. Rh^tro, (Motto. 120. Koriij?/.!. 
000. 007. .000. riuturl«chi(a20l, 

• H, Pietro In Moutorio. Antotii- 
a«H(». KIH* r(‘rttj!/.l?0H0. Pinttiri(*.“ 

Ohio. OBO. 

• - H. Ro(J(M). Pentzxi. 007. 

" - H. Halvontro. Rra nnrtoloiimu'o. 
450'-50. Madotto AlbertinelU, 
401. Uapbmd. 450 00. 

Hadia. Mha Koeeati. 1 10. 

' HIxfcinti. Ibm Kart” dtdia (laita. 
00. 17H. 100, RujjfUrdini.OOl. (\» 
Himo UaHMCilii.dUl. CirHtiHoei.bOO. 
Mhdmal Anitfalo. 177. 400. 404. 
Ihmii^hua 177 Hi, 1H7.217, Pie- 
ro cU (biHlmo, 421. Piaturhtahh». 
17H-0. IHO. 257, Hif^miralli. 8. 0. 
TiipoKtrlaa. Raphael, 008, 

' Vati<*««4 140. Pan 

Part” dolltt (hitta. 00, Ulay, d.a 
I r cUna. 202. PeHn<> tie I V ai(A, 252, 
l^iruf;fhi«», 200. 205. 207. 251;. l*«* 
rnxxh O00« Phiturlcidilo. 178. 202. 


S. I»MTKUKBU1UI. 

001. Uapliaol. 040—2. Biguorolli. 
24. Bpa^iia, 804, 

/{omc. Vatican. Apartauicuto Bor- 
gia. J’intuncchio. 202 --7. 

— (.bimoro. Jiramnntiii.087— 8. Don 
Hart'* della (latta. 087. Porinoclol 
Vapja. 202. Peruj^ino. 200.205. 207, 
251 -2. P(^ra;! 2 :i. 080-8. Piero 
della PnuicoHca. 087. Pinturic- 
(diio. 252. 000. IJapliaol. 28.0. 288. 
015. Si^nioridli (K). 087. Spag-na. 
000. 

— (Irotto. Pornzjsi, 091). 

— MuHOtnn, Alunno. 129. Praneesco 
di Oontib^. 107. Pernghio. 210 — 
20 224. 205. . Pintnriccluo. 202. 
295. Raphael. 220- -1. 

Villa Alhani. Perugmo.189— 90. 
209. 

ftfmctluw, 8(‘(^ Bernardo. 

Horn), Work at VieunaV 580. — 
Mentioned. 40. 005. 007—8. 370. 
459, 511. 528. 507. 544. 
lUmvn* MuHemn, Penigiuo. 205- 0. 
250—1. 

/Mf/o. (Mil. (hmi. A. del Sarto? 

580. Penigiuo? 009. Spagua.OOO. 
/tubtm* Minitioned, 27. 409. 

RuHid, M. P. Menthnunl. 40. 560 - 1. 

8. 

Ritbanello, Menthmod. 80. 

SulmutL Work at Dttlwieli? 58(5. 
heigh (Jourt? 580. London V 58 1. 
Madrid? 582. Windsor? 680. 

R. Aiifido nd OmjHh Perugino. 247. 
SJfhdiinnm), S.AgoHtixio. Btmoaszo. 

291. Pra Paolino, 480—2. 

*•“ vS, Dcumniieo, Pra Paolino. 481. 

— finnir). S, Lncia a Habbiano. 
Pra Paolino. 480 ~l. 

.S’, Oinvd(K ZoRwdnnti, ^StephHno di 
H. (linertio, 114. 

*V, Near Hpolofco. Jac. 

Sieitlo. ,%'U. 

•S’, Pdhfidno, (OmrcU of. Matteo da 
(lualdo, 118* 

S. hHvrdmrf/, (Joimt Paul Sti*oga- 
nolh Almmo. 104, 370. Puugai, 
104.076. (Kildoi^do, 80. 

' - (hmnt Sergei StrogaiiolF. A. del 
Sarto. 582, 580, lOuHobio? 253. 

da Plstola ? 253. 851. Po- 
rnglno? 250, ?05l, 

' ( Iraud I)uchoH« Mario, Porugt- 
110. 253, 

« llenaitago. A, del Sarto? 581, 
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581^. 580. Aufcoaio MoroV 512. 
ItaaitiV 401* HrouzinoV 512. 
H:upfuu‘clini. 585. 400. 521. Fra 
({artolomnioo. 401. 4<);i, Francia 
512.524. (ibirlandaioCK.). 
425 — 1. (iranaticiV 525—5. Mari- 
ano (la FoH(‘iaV 524. IMariotto 
Albovtiiiolliy 401. Micliold di Ki- 
tloUoV 524. Faw.hiaV 5H5. 400. 
SopflianiV 401. fr^paj^ua. 528. 

S. XjcucUtciibori? <}al- 

lory. Fra Itarfcoloinnuuiy 405. 
(Jaudnn/iio Ferrari? 401. 3VIa* 
riotto Albortinelli. 401, Hij^nor- 
olli. 51. Ji^op^lianiV 402. 

— rritUHsdortsidiakoir. Andrea del 
fclarto ? 402. Mariotto AHxirtmclIi. 
402. lbiUg()y402. 

- « I'nuecHH KutH<dHib(\v. A. del 

KartoV 585. FuUi^^oV 585. 
SJHeiro al TerrrnOn I'ra Ibirlolom' 
meoV 422, (llhirlaudaio (U,)V 425. 
(SrauacciV 422. 557. Ficro di do- 
Himo‘? 422. 

»S’. Qiiimo, Near Wusmm. Hauo di 
Pietro. 70, 

S.Smcrim* Duoiiio. Ilernanlluo oi' 
PoniKla. 200. (^{nitUe da Fabri 
anu. 105. Fiufcuriechio. 275. 

- * (JertoHa. Jjor(in/,o da H. Heveri- 

uo. no. 

'* - (Jhit^Ha del (JnHiello, 120. 

— Pala/iSJo Ibibblico. 11. 

(^TH. Heverino. 115. 

' - JN)rt.a del Morenio, Lortuizo 11, 
of Heveriuo, 115* 

AgoHtiuo. Ijoreujco IL of S, 
8eveHno. 115* 

• - H* Douienitn^ Iteniardiuo of Pe- 
ruj^ia. 200, 

► H. M. della Piov<j. Loreiuio da 
Heverino. 110. 

< ' H, M. d(‘Uc tlraxie, Lodovifo 
UrbaiUH. U4. 

" H, M. di Mor(*aitj, IJernardiiK^ of 
Oerujufia, 500. 

Sutiflrn JiaUhttUL llirt work at Her- 
iitu 550. - Meutiuned* 0. 22* 40. 
174. 187. 

SunfjttUL Mentioned, 222. 
San^duHtl, 240, 

»SV/Mo di hItHiffh Mentioued, 5U, 
Hmu di P/rfro. HIh workw at Alien* 
l»urK. HI, Herlin, 70. Huoneon- 
veuU). 70* (kdoffiu!. 70. Urertden, 
70. hortdoru 70. Ijorivre, 70. Pi 
ens?a, 70. (lualdo, 70. Utime. 70, 


18. Quirico near f^ioiina. 77—8. — 
Mentioned. ,52. 50. 00. 01. (54,08. 
7.5. 82. 

Sansovino, {Hoo .facepo.) 

Sanli di Appolkmith 177. 205. 

Snvvedo, (Ouircli of. F, VcrlaK. 568. 

Sarpiavo. Peeori. 40. Bofyjri. 40. 

Sarnn7io. Pluirch, l^ictures. IIH. 

— Oolle^iata. Tjoreuzo II. da 8. 8o- 
voriuo. 1 1 2, V iuceiiiao Pagaui. 567. 

Sin*to, 8e(^ Andrea. 

SarzfifUL A. del Sarto. 575. 

Sasselta. See Stefano di (Uovanni. 

Sassoferrutn, S. Orotu^ Antonio da 
Faljriano. 100. Mentioned, 505. 

Savona, Ptn'iipno. 256. 

Smwnaroia, Portrait of. 452 5. 

Sidtqfffifio near Spohdo. PeriueCJe- 
nariio of Pern^ia. 572. 

S(dth, Idiiena de.IP Otspiiide. F. 
V^^rIaH. 557. 

Sc/dviss/u'im^ A. d(d Sarto? 581. 
(tredi? 415. Mainardi? 208. Pin- 
iurieeUioV 208, 

Scolland. (Uuutyan. Sip^norelU 51. 
Siuiji^ua. 528. 

Keir. Sijjfnorelli. 51. 

Svhasiimi dtd Homho, PenijjfiaV 570, 
Honuu 580. 507. 

S(\(pm, Moutiomnl, 74. 

SvrUo (S.). MeniioJUMl. 588, 

Sorra Iktlrona, (lentiloda Fabrla- 
u<a lOO.S. l'b*aiie(^«eo. Alunno.152, 

SpuazivUtdf Work at Oouri, 

580. 

Sienna* AeiuUnny. Andrea di Nie- 
eolb. 57«. llnldneel. 502, Henve- 
uuto. 71, 72, Ibnueiiieo HartoH* 
52. Fra AffoKtinoV 475, Fra Hur* 
toloimneo? 475? 478. Fra I’aoU- 
noV 475. 478. Fmnn^Hect dUHor- 
ghM 7.Funjrai.57r) 7.(}io.di 
Paolo, 80* (Urolaino dl Henvami- 
to, 74, I joren^o di Pietro (Vec* 
ehletta).05. Maiteo dKUo. 85,85. 
N errtKH'lo. 00. 1 ^aee h i a. 570. HH t — 
5, PaetduaruUiV 575--0. 581-2? 
Pietro ditriovanni.77. I^letroDo* 
minim. 570* PinturU’.eliin.202.204. 
Pueelneni.401.Hauo dl Pietro. 77. 
78 '0. Htefnno(U<no. (HjuKetta). 
74. 'I’lio 'rhree (»rae«», 280. 

— IlaptiHtery. Pttnvtmuto*70. Cien- 
tile <la kbibrinuo. tOl. liOronsKO dl 
Pietro (Veeidilotta). 01, Matt^o 
di Oievatinl. 51. Mlchela Lam*- 
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bortiui. 01. Siuio di Piotro. 7i). 
(U (Uo. OSaHscttn). 7C. 
Sienna, (birnuuo. FiuijjfaL. iJTO. Pac.* 
clutt.:J7i). Pactdiinrotti. 078 — t). 

— (Jasa S(>y!55ini. Mattco da ISian- 
iia. 84. 

— OhicHa (loir OH.somiuKa. Pa(*.- 
cliiarotti. 078. Piotro di (iio. 77. 
^^all(> (li Piotro, 78. <li (lio. 
(KiiHHotta). 7*1 . 

— CoUojyu) do* N(»tavi. (lontUo da 
Knbnauo. lOL 077. Paooliiarotli. 
077. 

— Oompnpua do! IbiatoGalho'aui. 
Pacchinrotti. H77. 

— (Jomp.dollii Madonna d(dlaN(‘Vt‘. 
JMattoo da (run 80. 84, 

— (\>nip. diS. Catarina. Fun^(ai.07r). 

— Comp, (li 8. (Ho. d(dla Morio. 
Heuvouuio. 70. INiochiarotti, .078 
• i). 

— Comp, fli S. (Hrtdanio. Jknivo- 
unto. 70. 

• ' (tomp. di S.Tnnitn. Ponvonut«». 
70. 

Uuonio. Andrea PiiHina. '270. 
Henvenuto. 70. jComoiueo Harto* 
li. no. 50. Kraneosoo di (Horf^io. 
(>8. (Ihirlaudau) (1 )av.), 520. (Hov. 
di Pi(d.r(n 80. (Udd<uu5un 80, Ho* 
miKo di I'iotro (V<scchi(}tta). 00. 
05. Mattoo <li (Ht^vannl. 8,0. 80. 
Nerroc.eio. (U). Pacwliiarotti. 077. 
PeIl{^g;rino Mariaid. 81, i^jruK^i. 
084. Pintnrietdua28-i*-0.2l)U— 1. 
RuHtici(Frauo(iHeo),‘2H0. Sana di 
Pinfcnn 78, 8ii,^uornili.20. Tadd(n» 
HartoU. 07. 104. 

—• Fontt'^iuHta, (dnireli of the Ma- 
donna. Funj^ai. 075. Cirolaino 
di lUmvtmufeo, 70, 

-- d<dla Meveanviiiu Honm 

sso (if Pitdro (V'enehudda). 04, 
Mitduud An|fftdo.270. Pern;«x*i.400, 

— Cratori** delPOea. Ptuudua.082. 
Orat(»rio dtdla Chlocadolii. Pue 
ehudli (A.). 4t)t. 

— Frftne.eH(M» di (liorj^io. 
m I*ncelilar(»fctl. 077. Pkdro dl 
CHiVanni. 77, Hontn^o dl Piotro 
(VaneldattH), 04. Matteo di (Ho. 
H5. Hanu dl Pietro, 78. 

Pala:<^o Petrtieei. PlulnrUuddo. 
Hl^^n(»r(dli. (1. tO* 

— * Palajes«oTolo»ittd. Matteo dlCun 

$5. 

Pieeolottdnl LU»rary. Hombo. 


201. Uio. di l^aolo. 80. Piaturic- 
(diio. 24. 280—0. Rapliae.1.280 — 9. 
The Tbnjo CracaiH. 289. 

Sienna, J*<>rta lioniaiia. Sanb di 
Pietro. 70. KStelano di Ciovaimi, 
8aHHCjtta. 02. 74. 70-— 7. 

— S. Af^oHtino. Matteo di Gio. 84. 
Periiginu. 206. fcsi^iiorelli. 15. 

— H. Pcnmrdino. Paccdua. 281—2. 

— SB. Conooisioiio. Soo S. M. do’ 
Servi. 

— S. (b’iHtoforo. Cfcntile da Fabri- 
ano. 102. Paccdiia. .‘(80—1. Pac- 
(diiarotti. 080—1. 

— S. Domenico. Jbnivoniito. 71, 
Franc(}Hco di Giorpo. 10. 07. 80. 
075. Fungai. 80.075. Girolamo di 
Iknvtmuto. 84. JVIattco di Gio, 
71. 84. 80. Sij^nondliy 10. 80. 
■ Orat‘* di S. (JaUudna. CHrolauu» 
di Ibiiiveiiuto. 73, 

— S. FranecHc.o. J*ac(ibiarotti. 377, 
1‘orn^dno. 2;M. 377. IHutiirundiio. 
288. 

— H. Giovanni, Pa(n‘.liin.3B.3. Pitc- 
ciiielli. 401. 

- B. (Hrolamo. Sauo di Pietro. 78. 

— S. M. A, TroHHa. I’nc.ehiarotti, 
377. 

— S. M. do’ Servi. Fuufifai. 374. 
Giovanni di Jb‘otro. 81. Matte o 
di (Pu). 83, 84. Btofano di Gio- 
vanni (SaHKotta). 74. 

— H.M. (legH Aiijifoli. Pintiiritnduo. 
295. PaeeluaV 295, KaO’aolUno 
del Garbo, 410, 

— S. M. delln Scala, ^St(ifan^> di 
Gio, (SaHHetta), 70, 

— * S, M. Mnddaleua, PaUbieei. 302. 
Fungai, 370. Sano di Picitro. 79, 

— S. Martino, Giovanni di Paolo. 
8t, 

— S, Petronilbu Sano di JHefcro. 78. 
H.Spiritu. IJaldueoi, 302. Fra 

Ajnbrogio cUdla Uobbia. 432, Fra 
Andrea. 481), Frn HarfcolbmmeoV 
479 80/ Fra Paolino. 479-80. 
Mntt(M) di (Ho.V 302. Paeelua, 
380-81. Paceddarottiy 380—1. 

— Hi*(jmr Hnlde«clii. I’infcuiictdao, 
Itaphmd. 287. 

— Hpedale, lbtrtulommo(» di David, 
377, lleccafumi. 377. Ibmvcmuto, 
71. 73. Uomeuloo Dartoll. 52. 
Girolamo dl Benvenuto. 71. Ho- 
rtnmo dl IHctro (Vee<*hlotta), 54, 
00. 01, 05. Pollogrluo Matlani, 
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HujrLUf'i. 

«1. i'uitJ’o <li (a«>. 77. 

(JiUiiTin. 5H— U. 

S. AI, (Italia (liiv-fi AtiiiLco 
(la (jtmMd, 1 lif. 

Slfinore/li (Antouiij), Work nt. Oor* 
ttum. .*tJk 

t*^IUHorotli (Fmiu‘(iK<'t>). IlirtworliH 
lit <U (Juttiollo, ,‘M (hnloun. 

(^ukkio. 8;J. Vu'.nim, ;iJk‘ 
Moiitinutul, 

Sifjfwrdli {Ln(*.tx), Him Ufo. ! ■ 
lIiH woi'lcH at Alti'iihurff, Av- 
covin, ‘ilk Avokko. r>, 10. ‘ifi. i7, 
Itl, iki, AhooH. ht>r{2;o H. Mis- 
IJoUsro. *i8. (InHlijjfliimo Fiorouli' 
no. 28. Oitt-?i (11 (tantc.llo. 5. ,i:i. 
U. 25, 28-0. ,H10, ■ Oortimn, 0. 
n, 25-0. 52, J>roH<l(‘ii, 0.7. Flor- 
OTicii. 5, 6. 7, 11.20,50.2-17, Fii 
inno. 20. 27. (ilottoa. 05. Gukkio. 
10* Hnaiiltoii i^ilnot* (msar (ikiM 
I5<iw). 11.12, i/H l''raUa* 25. ,m 
kivorpool, 51, London, 0.51. J;(» 
nsto. 7" 8, Aliliuu A, 5. 50. 55, 
Moutt! {)Uvi‘to (Hiouna), 14 15. 
Mouiopulciftno. 50. 52. Alontc. S. 
Alnriiu 52. Moiitimis. 25. Grviuto, 
if. 10* 17- 2a. laa* Gxlord. 2.5. 
i'nriw. 15. ao 1. Ik'rii^ia, 10* 
K(im<s.a.H. 0.21,287. S, 1‘otm'H 
ill, Mcfttland, Of, Mknnni.. 0. 
15. 2!, 1. 80. Mjiolcto'MO. Ifrldntt. 
12, M. Vitiiina. 21. VolU*mu 11. 
12. ta. 52. ■ Altiutloiuid. aO. 07, 

ail, 40, 42, 45, 07. lai., iOl. 174. 
, 180. 1117. 200,208. 252 4.200 

70, m. aoo* acL a70, m, 
525, 

HhtUmtdu I hi JfiH works at Gtihldo. 
.a44-* f). fsola I*olvi‘««, 815. Gr 
vioto. :U0. Fornj^Ift. JiaH 0. 
Itouttt. aifi. - Moutlouod, SM. 

21*7. a-ir ' 8. 

H. M. <1tdl(^ Gra«i(*, Ik*- 
n^i^ino. 208* 

Stmom Mnrilni Mtoitioncd, (VI, 71. 

77, HI. lOil. 581. aOL 
>SVj//;/(‘ ( N Ur, col o) . Moo AO ccol 5. 

C<Ot(V. Antonio). Hin vvorkt. 
at Aiifcliini'k 515. Itfirlin. 5l:i. 
OroKcUu 510, 7474. nr(iH«cIpi.510. 
FIcmoIo. 510, Klornnccs. 474. 470, 
5t8 14.510 17. Ifainilton Ore 
IfttnsV 470. L<nidou. 402. 510. 
NnneyV mi Farl^. 510. 

5ia 15, liomc. 470, H. retetw- 


HcoaiiTn. 

bur^V4iH. Turin. 510. VicuuuV 
474. ‘ - AIonfcioiKMl 48. 412. 
Sprtf/n/t, IHh (sdiuration Ac. a(»a. 
JIIh prghaliNs sliard hi warka at, 
JUini^ia and Ihinicalii. 500. IIi.s 
works at Am(siia.;i2l. Aronu.aiO, 
Artsisi. aiO 18. .224. Her I in. ac*4. 
Hottona, JiiO 1. Oaso. aiO— 7. 
Dinita* 024. ‘*20 -1. 020. 

Fc.rcjiitiHo, aO'L 820. Flore, uci‘, 
025. (Javdli.aii) -20, GUint^iuu 
028. HanillUm Palace (msarlilns- 
^ow). 028. Jjimdon. 0(4. a07. JIOS. 
an.a27. AlonUslalco. a24. Ain- 
iii(‘liy 027. Nariu. ail. Pauicaltn 

228. iOiriH. IW. Pai-ruso. ipiO, 
Pi!rtij,na. aoO. 021 -5. Romo, .0(4. 
an 15. Uovljfo. aoi). S.Pntorri 
hutX.O'iB. MiKiloto. a. 10. 17. 021 
--2.025^-0. 'rornhOi-k Trevi, 
012. OkMli. 010 12, 021, (M])imr- 

ta) aok ViicriK). 027. ■ Men- 
tinned. 108, 210. 210. 240. 207. 
280, 214. 2il0, 000. 000, 050. 055* 
00 L 

iS’/rrtrVr. Gredi. 407. 

- ICscurmI, P(*rii}{;{i? 008* 

Spt'lfn, Pinhiricidiln. 24, 

Privaln lloufnr* Pinl-nrlccliin, 

270. 

- 8, Aadvea. Flnlnrlccldd, 270. 
055. 

■" H. l‘Vant‘(».«‘o. PitUnricclihi, 200. 
200 4. RaidiatdV 202, 

H. Glrnhiimi (lunir), Pietro Au- 
towin. 125. PintfiHci'ldn, 278, 

H. M. Ma^f^inre. Pnnij^iun, 208* 
240* Pinturicchin. 275, 

Sper/mtt, OfiH* 

iipimik ArviimK Mnntinmnt, (18,77. 
85. 

Sprdelih Un[»tl»(tt'ry, Pinturlcchlo? 

271. Mpa^na* 271, 

GapindlH Mrttll. Ildnolicml, 02l^f 
Jacopo Sictilo*02y at). 

020. Taumfcni. 020 01. 

' tfhUm iirir Amt <11 AimthiUe. 
Bpafcua, 020, 

(dUtUtl, 8|ta«rm. ai7. 

■ Dunmn, GnmollluH. 3021 Jac, 
Hiciiln. 002. Piutnricctiio. 271, 

Mnuiuitcry didlftHtnlia, 
on. Hicnln,0l7* 

■ Pnlnsixn Ai'nnc. Jac.H{Hila,00(l, 
oat. Hiiaj^ini. Old 17. 

- Plaisisa K, Grej^nrin. ilai»i|dUif4» 

002. 
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MrOLKTO. 

SpoU^to, iS. Aunano. ;J1C. 

- S. Donutuico. ViU’ino OoBarea, 
37*2. Spapui. 

“• 8. Dono Doni. 322 — 3. 

Spajj^iin. 321—2. 

““ 8. !Nic*c()l(). Jn<*.. 8i<mlo. 331—2. 
• 8p(nlalu K.spoHti, Jacopo 
(la NorcinV 32()-- -7. Spaj^na. 325 

— 3. 

Sie/Wfto di (SaHnetia). I Us 

works at AHciauo, 71 “ 5. Horliii. 
70. Jiorg-o 8. 8opolor<).7r). (U>rto- 
ua, 74. Kl(>r(‘uco. 70. Louvre, 74. 
Sioinm. 71- 0, - * Moutioued. 51. 
50 7. 02, 01. 7H. 

Hiefami di aS\ 1 11. 

Stockholm. MuHeuin, (Jiiidoccio.BO, 
Strafilmrp, Musiunu. r(o*u|jfino. 210 
-1. 

StiUtf/ort, Musenin. A. del KSarto V 5B1. 
Stddoco. Hncnt ASpi^co. Mclans{i(». 
109. 301. 

T. 

Titddco ftnvtoli, Mcutlouud. 50. 7H. 

80. 89. 97. 107-8. 121. 110. 145. 
Taddeo Oaddu 185. 

Tevni. 8. Kram'(*H(*t». I^Uoronsso. 100. 
10iituric(‘hio. lOO, 
aS. M. didle Orasfut. Spap^ua. 324. 
Tiherw (VJmkL His works at As- 
hIhI. 343 4. UoUoiia. 341. Fo- 
lljfno. 311. M(uitefalcov 313, Fo- 
ruKln. 344. Trovl. 312. - Mou- 
tioued. 11. 125. 279, 365. 303-4. 
Tlmotvo ritl, Mciitiouod. 149. 345. 
319. 

7'iiiao. Mouti(»iu‘d. 389 -90. 409, 
559. 

7'odi, Du»>mo, Hpnf<;nn.31 1- -12.324. 
Oonv. della 8piticta. Fluturic- 
chioV 301. Hpagua. 304. 

- ' Moiitc Sniitii, Hpap^utt, 310. 312. 
332. 

- Hlpitjr Lctuii. LattauKio da Fo- 
Uguo. 135. 

Tommoito HarnahcL Hoo Maao Fa- 
pitcuUo. 

Tommaao di SiefamK 412. 
Tommitcch NctU, I Us works at 
UubUio. 93. 

7bm> di /Jifdano, Faccluarottl, 400. 

- 1. Forur.*!. 400 -L l^tuunnoUl. 
400-1. 

Torrita* (Umroh of. MalimyJo. 303. 


VUNICK. 

'fouioim. Fra JJartoloiuiueo. 101. 

— Museum. Perugino- 240—1. 
7'raini, Moutionocl. 199. 

Treui. Church of the Madonna 
dollo Laj^rime. Perugino. 238—40. 
8paf?na. 313. 325. 

— 8. Martino (outside), l^iotro An- 
tonio. 125. ,342. 8pagna. 312. 332. 
Tiberio. 842—3. 

7'riboio. JMoutionod. 544. 

Tnnhridf}e. (Uon. P. Ashlmrnham). 

A. (Ui 8ni*to y 586!^ 

Turin. Museum. A. del Sarto V 680. 
Proscianino V474. Pugiardini,493. 
Cesarc daSestoV 510. Credi.413. 
Fra liartolommco 474. Francia 
Pigio. ?471.600— 1.60B. Mariotto 
Alhortinelli. 493. Sogliaui. 510. 
Turpino Zacenontt, 32. 

XT. 

(hcdli (P.). Mentioned. 2.20. 51.98. 
101. 547. 

(/ffoHno dUlurio. Mentioned. 74. 
270. 

(hhino, Duomo. Piero tltdla Fran- 
cesca. 4, 

- S. Chiara. Ingogno.104. P. del- 
la Fraucesca. 182. 

• - S. (»io PattiHta. Loreusio da S. 
Severino. 110—11. 

— S. Spirito. Signorelli. 13. 14. 

V. 

Fal d''(hcia* S« Niccol?). X,iorenzu 
di Pietro (Vecchietta), 05. 

$*al ItomUn* (leutile da Fabriano. 
97. 

ynn dcr IVcpdcn (If,). Meutionod, 
105. 

ran Duke, Mentioned. 27. 

P^an Etrk, Montirmed. 224. 
P^'annucchi. (vSeo note to p. 643.) 
P^amH ((Uorgio, the eddor). Men- 
tioned. 2. 

' - (Ulorgio, the younger). Men- 
tioned. 25. 

P^mwi (LassKaro). 2, 

P*‘iHTkkiita See Lorousso di Pietro. 
P*cccianth MeluuJilo, 8C4. 

(dmrehof. F. VorUs. 368. 

- S. (ilorglo. Karly Frescos. 368. 
TVnfcc. Academy. CrodiV 413V 410. 

(lantlie da Fabriano. 99. (Ghir- 
landaio (U.). 583. MainardlV 533. 
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I^oruj^iuoV *M}f liali’Hulliuo dol 
0<vrl)o. m, 419. 

rniicn. liombo oolloctioa, (ioutilo 
(la Fabriano. 100. 

- Cragliotto colloctiou. (foutilo 
. (la Fabriano. 09. 

^ Ducal Ibilaoo. (iluutibi da Fa- 
briano. 08. I^orup^iuo. 105. 

• DuchiiHB of Borri. HrortcianiniV 
474. Fra Bartolommeo. 474. 
Ferufifmoy i250. 

- - Manfriui. Orodx V 4 13 V 410. 

Kxi«g1»u). IMamii. ti50. Porugiuo. 
‘250. Itafi’aollino del Garbo. 413. 
410. 

- PalaiSJdo Zen. Gentile da Fa- 
briano. 99. 

- ' M. A, PaH<iuaUno. Gentilcv da 
Fabriano. 100. 

— ■ Kapbaol. yk(dch-book. 382-— 9. 

200 . 

S. F(diee. (kmtile da Fabriano. 
08. 

- ■ FvangeliHta, renigino. 

195. 

H. (Huliano. Gentile da Fabria- 
no. 08. 

• H. Pietro di Mtirano. Fra JBir- 
tolomm(n>, 447. 633. 

- 8enunario. Fra Jbirtolomineo. 
474. FmPaolimji' 474. ManottoV 
474. P(UMiy.isi. 401. VinToehio. 404 
—5. Vinino. 492. 

k'tirlHH, FraucoHco. llin worka at 
Milan. 357. Hareedo. 358. Hehio. 
357. V<do. 358. 

Vmmtu Jacopo Bellini. lUO. 
Vm<ickln (Giuliauo). 180. 
klenna^ Btdvederc. A. dtd Harto. 
502. 504. 580 2. 5H4. Bugiardi- 
ni, 49H. Fra Bartolommeo. 409 
70. 474, 498. Fra PaoUuo. 454. 
47H-- HI. Perugino. 192.247.253. 
Pontormo y 580. Puligo. 580. 
liortHoV 580. Bignortdii. 31. 
Count Gssendn. Fra Bart<dom- 
meoV 474. 

- KHterhassy gallery. Ghirlamlaio 
(H.). 525. Piuturlechlo. 331 298. 
Barriudi gallery. A. del HartoV 

581, Broussinoy 474. Fra Barto- 


lommeo y 474. Mariano da PoBcia y 
420. Micdicle di RidolfoV 420. 
Perugiiio. 253, Ualfacdlino del 
Gar))o. 419. Bdgliauiy 474. 
f^ie7ma, LitditeuHttdn gallery. Al- 
fani (1).). 263. A. del Bartoy 580. 
EuBobio. 253. Periigino. 153. 
f^menizw Civewhlo, IliB work at 
Pallaiaiiolo. 401. 

J^incenzo Puf/am, I tis workn at Ma- 
eerata, MaHHa, Monte Santo 
Fietrangoli, Ibinnola^ Sarnano. 

• 357. 

t^iterlio, CliioHa degli OKB(irvanti. 
Jacopo da Nor<da. 297. ( )rIando. 
297. Finturicchioy 207. Spagna. 
327. 

— S. M. della (Quercia. Fra Barto- 
lommeo. 478. Fra PaoUno. 480, 
Mariotto Albertincdli. 491. 

‘ S. M, (l(dla Veritk. fjoreimo da 
Viterbo. 130 *7. 
nuorlo GldheviL 180. 

Plniim. IUh workB at Ibdogna, 492, 
FloreiumV 492 3. Turin. 493. 
Venie(^, 492. 

Pivdidfii Ant, ABmtiomwl, 99, 
f'GmninL HeJmel of. 191. 

P^olUrvtt, Gompagnia del N<un(^ di 
(Gmd. Signorelli. 12. 

• • Duomo. Signorxdll, 12. 

— Inglurnnu. Perugitna 254. 

■ S. AgoHtino, Signorelli. 3‘2. 

• S.FraneeHeo. Signorelli. U 13. 
S. Girolamo. Benveimlo, 70, 

■ H. Micliebu Prlanu) dellaOimrda. 
58 0. 

W. 

HUtmnvk GuHtb^ Fm Bartolom- 
nieoV 540. Gninaeei. 540. Ua- 
plmely 540. 

IPlmlmr (bintle. A, del Sarto y 508. 
580, 683. 580. FraueialUglo. 508* 
Nanoceioy 580. PuligoV 580, 
PVdHHo)u L<»rd Grf(»rd. Bertueoi. 
354. Spagnay 354. 

Z. 

Zftdtmeiti BerlinV 581, (moo Ootlg- 
uoU). 








